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ABSTRACT 
 
From Invisible to Visible: Representations and Self-representations of Hakka 
Women in Hong Kong, 1900S-Present 
 
by 
 
YAU Ka Lo 
 
Master of Philosophy 
 
 
What we perceive as the essential characteristics of Hakka women today are in fact 
historically constructed and utilized for various purposes by different agents, 
including Western missionaries, Hakka elites, museum curators and heritage 
preservationists. This long historical process has made the Hakka women 
increasingly visible in the public scene. Some scholars argue that it was the men who 
attempted to manipulate the representations of Hakka women to justify their 
exploitation of women. As Hung Hsin-lan and Helen Siu have reminded us, the study 
of Hakka women should be liberated from the lens of exploitation and victimhood 
and we should position Hakka women in relation to Hakka men to achieve a more 
balanced analysis. In addition to examining the historical writings about Hakka and 
Hakka women since the nineteenth century, this thesis focuses on Hong Kong, and 
also considers the topic through a gender lens, to evaluate the roles that Hakka 
women have played in the museums and in the surging wave of cultural 
preservation. 
 
The aim of this thesis is to explain how Hakka women have been represented in various 
media and what has constituted our current perceptions and (mis)understandings 
toward Hakka women. While the Hakka women have been singled out to represent 
Hakka culture and have enjoyed the opportunity to create their self-representations, 
where have the Hakka men gone? What does it mean by a ‘Hakka’ when the Hakka 
identity is historically constructed in the first place? The present research adopts a 
combined historical and anthropological approach to rethink the images of Hakka 
women and review the interactions between the representations and self-
representation of Hakka women in the displays and heritage preservation, which 
point to the broader themes of the interplays between colonialism and ethnicities, 
the politics of display, gender studies on exhibition and cultural heritage, and the 
impacts of global cultural trends on local culture formulation.
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Introduction: Rethinking the Images of Hakka Women 
Hakka women are commonly stereotyped as being able-bodied, physically strong 
and unusually diligent. These images of Hakka women were historically 
constructed by the Hakka elites and western missionaries who utilized them to 
be one of the identifiers of the Hakka culture. These discourses survive through 
the centuries and have become embodied in the representations of Hakka women 
in museums and in the preservation of intangible heritage in Hong Kong today.  
 
Starting from the early twentieth century, Hakka women were used as a source 
of  ethnic pride and a paradigm of womanhood in Hakka people’s self-narratives, 
female magazines and Lo Hsiang-lin’s influential Hakka studies. This historical 
process has made Hakka women increasingly visible in the public scenes and 
constituted our current perception towards Hakka women, and continues to be a 
dominant representation of Hakka women in Hong Kong museums and in 
intangible heritage properties considered for preservation. This thesis aims to 
deconstruct the historical narratives of the Hakka women by analyzing the 
changes of the discourses on Hakka women from the nineteenth century to the 
present day.  It will also examine the ways in which Hakka women have been 
represented, and whether or not they enjoyed the space to make self-
representations. 
 
Defining Ethnicity: Who were the Hakka People? 
Regarding the question of what it means to be a Hakka, scholars have endeavored 
to give a definition. Myron Cohen examines the significance of dialect in unifying 
Hakka people in migrations and in battles against the Punti in ninetieth-century, 
and suggests that dialect was a tool to identify Hakka from different groups. He 
argues that apart from the kin-based and village lines suggested by scholars such 
as Maurice Freedman and R. A. D. Forrest, dialectic difference was the third 
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variable to social groupings in Southeast China and Taiwan.1 Cohen’s theory can 
apply to Southeast China and Taiwan in the nineteenth and early twentieth 
century but not to urban Hong Kong because the use of the Hakka dialect has 
drastically declined in Hong Kong since the 1970s. 
 
The woman, Mrs. Cheung I had a chance to speak to in Ping Che in the northern 
New Territories could be regarded as a Hakka as she has been living in a Hakka 
community for decades and speaks the Hakka dialect fluently. However, her son, 
Mr. Cheung who was born and raised in Ping Che, said, “My mum can speak Hakka 
dialect very well but she is not a Hakka. She learnt Hakka only after she got 
married. You may regard her as a “half Hakka” at most. My mother now can no 
longer speak her mother tongue, Cantonese.” 2  In terms of culture, she is 
accustomed to Hakka dialect and customs but she is not considered as having a 
Hakka identity.  
 
In the earlier period, anthropologists tried to define ethnicity by dialect, birth 
place, clothing, religion, and numerous cultural practices, which is a more 
conventional anthropological approach in the field of ethnography. This 
essentialist approach has proven to be inapplicable to the case of Hakka since 
those who practice the so-called Hakka culture are possibly considered as non-
Hakka. Fredrik Barth, a well-known anthropologist on ethnography from Norway, 
gave a revolutionary explanation on the boundaries of ethnic groups in 1969. He 
                                                          
1 Taking the case study in Meinong, Taiwan, Cohen suggests that that in the urban environment 
where Hakka dialect has the minority status, only full Hakka bilingualism could give hope to the 
survival of Hakka ethnic identity. Myron Cohen, “Configuring Hakka Identity and Ethnicity as seen in 
Meinong, Taiwan, 1963-2008” in Jian Mei-ling and Chuang Ying-chang ed. The Hakka: Formation and 
Transformation II (Taipei: National Chiao Tung University Press, 2010), pp.1003-1026; Myron Cohen, 
“The Hakka or “Guest People”: Dialect as a Sociocultural Variable in Southeast China”, in Nicole 
Constable ed., Guest People: Hakka Identity in China and Abroad (London: University of Washington 
Press, 1996), pp.36-79. Missionaries and Hakka scholars of the nineteenth century, as well as Lo 
Hsiang-lin also highlighted the significance of dialect in classification of people, as shown in the latter 
part of this chapter.  
2 Conversations with Mr. Cheung’s family and the villagers in Ping Che, Ta Kwu Ling on 21 December, 
2014.  
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suggested that no static list of cultural traits can define an ethnic group as the 
interaction between peoples never stops, and that their cultures would be 
exchanged, integrated, and even assimilated by others over time. In other words, 
ethnicity is “situational, structural and interactional.”3 Michael Moerman defines 
ethnicity as “an emic category of ascription.”4 Regardless of the fact that an ethnic 
group might share common cultural practices with their neighboring people, the 
ethnic boundary would be demarcated as long as the group of people believes 
that their culture is uniquely and exclusively owned by them. 5  However, 
Moerman’s emic model on ethnicity is also unable to adequately answer the 
question of who is Hakka, as no matter whether a person is equipped with the 
consciousness of being a Hakka or not, he or she may still be regarded or 
constructed as a Hakka.  
 
While the anthropologists unanimously agreed to the high fluidity of ethnicity 
and with the notion that ethnic boundaries appear in the interactions between 
peoples, the term “Hakka” remains a debated issue among historians. In 1933, the 
first pioneer scholar of Hakka studies, Lo Hsiang-lin, defined Hakka as a group of 
people who had undergone five waves of migration, basing his research largely 
on genealogical records. Lo also argued that Hakka people had cultivated the 
ethnic characteristics of being brave and loyal to the central government, 
regardless of  the fact that the Hakka leaders of the Taiping Rebellion in fact went 
against the Qing government.6 Lo laid the foundations for Hakka studies, but the 
development of Hakka studies stagnated due to the political turmoil of China, 
from the beginning of the Japanese War to the end of Cultural Revolution. In the 
                                                          
3 Fredrik Barth, “Introduction”, in Ethnic Groups and Boundaries: The Social Organization of Culture 
Difference, Fredrik Barth ed. (Boston: Little and Brown, 1969), p. 10; Constable, Christian Souls and 
Chinese Spirits, pp.13-14. 
4 Thomas Hylland Eriksen, Ethnicity and Nationalism: Anthropological Perspectives (London; Boulder, 
Colo.: Pluto Press, 1993), p.11. “The term “emic” refers to ‘the native’s point of view’. It contrasted 
with etic, which refers to the analyst’s concepts, descriptions and analyses.” 
5 Michael Moerman, "Ethnic Identification in a Complex Civilization: Who Are the Lue?" American 
Anthropologist, New Series, 67, no. 5 (1965): 1215-230.  
6 Lo Hsiang-lin, Hejia Yanjiu Daolun (An Introduction to the study of the Hakkas in the Ethnic, 
Historical, and Cultural Aspects) (客家研究導論) (Hsiangning: Shi-shan Library, 1933). 
4 
 
1990s, Hakka studies revived in a more stable environment. Enthusiastic 
discussions about the origin of Hakka people were raised in Taiwan and Mainland 
China, and strong criticisms of Lo’s works were made for his subjective analysis 
and problematic approach, particularly that he was being too dependent on the 
genealogical sources, which were partially historical and partially fictional. 
Historians in Taiwan and Mainland China thereby developed varied 
interpretations of the migration history of the Hakka people and turned the origin 
of Hakka people into a controversial issue in academia.7  
 
Due to the indefinable origin of the Hakka people and to the fact that the Hakka 
identity is historically and socially constructed, the question as to who was Hakka 
does not yield satisfactory answers. The criteria of being a Hakka defies any single 
static definition. Historians soon changed the focus to the issue of when the 
Hakka consciousness began to emerge. Leong Sow-theng adopts an 
instrumentalist approach,8 using Barth’s theory and William Skinner’s market 
system to examine the growth of Hakka consciousness, particularly in the time of 
the nineteenth and early twentieth century when the Hakka people were 
confronted with competition for an economic niche with the Punti people. Leong 
argues that the Hakka identity was a means rather than an end to strive for the 
maximum resources. In the process of competing with others, the concept of “I” 
and “others” was gradually cultivated and the boundary between “us” and “others” 
was drawn in the rivalry with the Punti people.9 Cheng Meibao is in line with 
                                                          
7 Chen Yundong, Kejia ren 客家人 (Taibei : Lianya chubanshe, 1981); Chen Yundong, Taiwan de ke jia 
ren 臺灣的客家人 (Taibei : Taiyuan chubanshe : Zongjingxiao Wushi tushu gongsi,1989); Wang 
Dong, Ke jai xue dao lun 客家學導論 (Shanghai : Shanghai renmin chubanshe, 1996); Fang Xuejia, 
Kejia Yuanliu Tanao 客家源流探奧 (Taipei: Wulin Chubanshe, 1994); Chen Zhiping, Kejia Yuanliu 
Xinlun 客家源流新論 (Nanning: Guangxi Jiaoyu Chubanshe, 1997). 
8 The instrumentalist approach views ethnicity as a manipulative strategy to maximize the benefits 
and power of the group in order to compete for the best resources with others. See Barth, 
“Introduction”, in Ethnic Groups and Boundaries: The Social Organization of Culture Difference, p.15; 
Eriksen, Ethnicity and Nationalism: Anthropological Perspectives, p.53. 
9 Leong Sow-theng, Migration and ethnicity in Chinese History: Hakkas, Pengmin, and Their 
Neighbors, edited by Tim Wright, with an introduction and maps by G. William Skinner (Stanford, 
Calif.: Stanford University Press, 1997), pp.1-96; Dong Wang, New Perspectives of Hakka Study—
Read[Leong Sow-theng] “Migration and Ethnicity in Chinese History”, Hakka Cultural Studies Journals 
7 (客家文化研究通訊 7), April, 2005, pp. 170-171,181.  
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Leong and suggests that the rise of Hakka consciousness was stemmed from the 
long battles with Punti people in the nineteenth century. The Hakka elites strived 
for a higher publicity to justify their superiority as Han people through 
reconstructing their history based on the existing Hakka discourses in both 
English and Chinese works from the Hakka-Punti Wars and Taiping Rebellion of 
the nineteenth century.10  
 
The representations of Hakka women were made under the influence of 
historical writings on the Hakka people. Despite being positively constructed as 
a sign of civilization, Hakka women were posited as a double minority11 under 
the patriarchal society. Their voices were seldom heard while their images and 
lives were constructed and represented in male writings.  
 
Uncovering the Unheard Voices of Hakka Women  
“What is the point to study me?”  A Hakka woman in Taiwan said when she was 
introduced to me.12 I am not alone in encountering such a skeptical question from 
an interviewee. A few Hakka scholars in Taiwan also had the same experience 
                                                          
10 Leong Sow-theng, Migration and ethnicity in Chinese History: Hakkas, Pengmin, and Their 
Neighbors, edited by Tim Wright, with an introduction and maps by G. William Skinner (Stanford, 
Calif.: Stanford University Press, 1997), pp.1-19; Cheng Meibao, Diyu Wenhua Yu Guojia Rentong: 
Wanqing Yilai “Guangdong Wen Hua” Guan De Xingceng 地域文化與國家認同 : 晚清以來「廣東文
化」觀的形成 (Beijing: Joint Publishing, 2006), pp.77-241. 
11 Hakka were regarded as a minority in the Cantonese-dominant society before the twentieth 
century. Women were marginalized and generally seen as dirty and dangerous in the Chinese folk 
ideologies. Hakka women were thus in the position of double minority. Emily Abern, “The Power and 
Pollution of Chinese Women”, in Margery Wolf and Roxanne Witke ed., Women in Chinese Society 
(Stanford: Stanford University Press, 1975), pp.193-214. Wu Pin-Yen, “A study on the Hakkaness of 
Young Hakka Women”, Annual Thesis of Chinese Communication Society, on National Chung Cheng 
University, http://ccs.nccu.edu.tw/word/HISTORY_PAPER_FILES/1136_1.pdf.  
12 An interview with Wang Chian-min at her home in Meinong, Kaohsiung, on 5 July, 2015. Wang was 
born in a Min (閩南) family and married with a Hakka man. She learnt to speak Hakka after marriage 
because it was the only channel for her to communicate with her parents-in-law. She encountered 
dialectic difficulty to communicate with the Hakka speakers in Meinong, which is considered as a 
traditional Hakka area of Taiwan.  
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while they were approaching their Hakka informants. 13  The interviewees of 
Hakka women think that knowledge only belongs to men. “Go! Go to ask Ah Gong 
(Grandfather of the family). He knows much more than I do.”14 They naturally 
show their habitual humbleness but also negatively express their self-denial 
towards the questions. These observations in the field substantiate Nicole 
Constable’s view on Hakka women. She articulates that women’s words were 
either absent or were the echoes of male perspectives.15  Even though Hakka 
women were frequently described in missionaries’ work and Chinese writings 
since the mid-nineteenth century, there was a lack of their self-representations 
under a patriarchal society.  
 
A German missionary, Rudolf Lechler, observed that Hakka women accomplished 
much of the domestic and financial tasks, and that they also enjoyed eating with 
men at feasts. They remained nameless, however.16 Missionary Phillip Winnes 
found that the Hakka women were reluctant to answer the questions raised, and 
insisted that they were “blind and stupid”. 17  With women’s resistance and 
feigned ignorance, both Lechler and Winnes had difficulties to solicit responses 
from Hakka women. Despite having little communication, Lechler produced 
laudatory comments on the Hakka women in Hong Kong, and so did other 
missionaries like E. J. Eitel, Charles Piton and Theodore Hamberg, whose works 
mentioned the Hakka women of the Guangdong Province.18 Hakka women were 
                                                          
13 Lien Ruei-chi and Juang Ying-jang, “Introduction”, in Hakka, Women and Marginality 客家、女性
與邊陲性  (Taipei: SMC Publishing Inc., 2010), pp.9-11.  
14 An interview with Wang Chian-min at her home in Meinong, Kaohsiung, on 5 July, 2015. The same 
experience of interviewing Hakka women also appears in Lien Ruei-chi, “The Women being sent 
out”, in Hakka, Women and Marginality 客家、女性與邊陲性  (Taipei: SMC Publishing Inc., 2010), 
p.277. 
15 Nicole Constable, “Ethnicity and Gender in Hakka Studies”, in The Fourth International Conference 
of Hakkaology: Hakka and The Modern World, Cheng-Kuang Hsu, ed. Taipei, Taiwan: Institute of 
Ethnology, Academia Sinica, 1998, pp. 365-96. 
16 Rudolf Lechler, “The Hakka Chinese”, Chinese Recorder and Missionary Journal, Sep-Oct, 1878, 
pp.352-359.  
17 Jessie G. Lutz and Rolland Ray Lutz, “Hakka Women”, in Hakka Chinese Confront Protestant 
Christianity, 1850-1900: With the Autobiographies of Eight Hakka Christians, and Commentary 
(London: M. E. Sharp, Inc, 1998), p. 184.  
18 E. J. Eitel, “Ethnographical Skeches of the Hakka Chinese, Article VI: Character, Customs, and 
Manners of the Hakkas, compared with those of the other races inhabiting the Canton Province”, 
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depicted as having natural feet, as being physically strong, financially 
independent, and enjoying more freedom of marriage than women of other 
ethnic groups in China. These missionary discourses formed a part of the 
foundation of the popular images of Hakka women, which had been utilized by 
various parties to fit in the socio-political needs over time and are still prevalent 
today.  
 
Systematic research on Hakka women is very limited and they usually appear as 
fragmentary pieces under the stream of Hakka studies. A chapter of Lo Hsiang-
lin’s book in 1933 highly recommended that the virtues of being hardworking, 
practical and hygienic were the characteristics of the Hakka women. However, as 
pointed out by some scholars, Lo’s statement merely represents his subjective 
views on Hakka women. Leong Sow-theng, through examining the interaction of 
Hakka people with their neighbors from the nineteenth century, suggests that the 
Hakka womenfolk helped the Hakka people gain a strong competitive position in 
economic activities and shape the Hakka women as different from other Chinese 
women. Leong contends that the Hakka women had natural feet and enjoyed 
higher economic status than any other Chinese women because they took the 
masculine tasks that enabled their husbands to go out of town or abroad to earn 
an extra income. As a result, they were also entitled to more rights to choose their 
spouse.19 Yet, women’s views are absent in Leong’s analyses due to the lack of 
women’s self-representation in historical written sources. 
 
The anthropological approach helps supplement the missing puzzle of history 
from women’s perspective. Nicole Constable studied a Hakka Christian village in 
                                                          
The China Review, or Notes & Queries on the Far East, Vol. 1 No. 8 (1867), p. 98; Charles Piton, “On 
the Origin and History of the Hakkas”, The China Review, or notes & queries on the Far East, Vol. 2 
No. 4 (1874 ), p.224; Rudolph Lechler, “The Hakka Chinese”, Chinese Recorder and Missionary 
Journal, Sep-Oct, 1878, pp. 352-359. 
19 Leong Sow-theng, Migration and ethnicity in Chinese History: Hakkas, Pengmin, and Their 
Neighbors, edited by Tim Wright, with an introduction and maps by G. William Skinner (Stanford, 
Calif.: Stanford University Press, 1997), p.9. 
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Fanling, Hong Kong to see what Hakka identity means to the people of Shung Him 
Tong. She found that the female villagers are more silent and they do not care 
much about the Hakka identity. Moreover, villagers’ views on Hakka women are 
either drawn from the missionary references or based on the commonly 
recognized models which fit into the existing images of Hakka women. As 
Constable suggests in many cases throughout the book, the stereotypes of Hakka 
women are not an objective fact but a historical construction. For example, during 
her two-year stay in Fanling, she rarely saw Hakka women in the village wear the 
large-fringe hat, the most well-known symbol associated with Hakka women. 20  
 
Folk literature as women’s self-expression tells much about women’s roles and 
ways of thinking in their own words. Elizabeth Johnson, based on a Hakka village 
of Tsuen Wan, discussed the impacts of urbanization on village culture and 
funeral laments sung by Hakka women. One of her interesting observations is 
that under the patriarchal society, Hakka women became the principal actor in 
the funeral and were allowed to publicly express her personal resentments and 
grievances towards the death or against the relatives.21 A Hong Kong scholar, 
Chan Wing-hoi, collected local folk songs from Yuen Long, Tai Po, Sha Tin, and Sai 
Kung, among other places, in 1983. He argues that bridal laments were not a 
ritual for the bride-to-be to cut off her natal root under the lineage system but an 
occasion for them to create their own culture and express their bitter emotions 
for the upcoming marriage. 22  Their conclusions are in contrast to the 
conventional stereotypes of Hakka women and open up a new discussion on 
women’s significance in traditional Chinese society.  
                                                          
20 Nicole Constable, Christian Souls and Chinese Spirits: A Hakka Community in Hong Kong (London: 
University of California Press, 1994), p.12.  
21 Elizabeth Johnson, “Women and Childbearing in Kwan Mun Hau Village: A Study of Social Change”, 
in Women in Chinese Society, Ed. By Margery Wolf and Roxane Witke (Stanford: Stanford University 
Press, 1975), pp. 215-243; Elizabeth Johnson, “Grieving for the Dead, Grieving for the living: Funeral 
Laments of Hakka Women”, in Death Ritual in Late Imperial and Modern China, Ed James L. Watson 
and Evelyn S. Rawski (Berkerly: University of California Press), pp.135-163. 
22 Chan Wing-hoi, Traditional Folksongs in the Rural Life of Hong Kong (Queens University of Belfast, 
1985), pp.84-85. 
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Significance and Structure of the research 
A common belief that Hakka women are unusually hardworking and capable 
takes up the gender roles of Hakka and characterizes them as different from other 
Chinese, which is widely spread among the academia and mass media. The 
mentioned studies enable us to review the historical discourses on Hakka women 
and rethink the images of Hakka women. They also attempt to classify Hakka 
distinctly from other peoples and to discover the voices of Hakka women. 
However, Hakka people are ascertained to be indefinable and Hakka women are 
found to be more reluctant to the interviews than male informants throughout 
the historical literatures and anthropological studies. Some of the previous 
scholarship has even unconsciously further constructed these features of Hakka 
women. No study seems to have thoroughly analyzed the historical constructions 
of Hakka women. In order to address this fact, the chief aim of the present 
research is to examine the construction process of discourses on Hakka women 
from the nineteenth century to the present. 
 
In addition to the historical sources, Hong Kong museums are significant in 
reflecting the making of Hakka women, gender roles in a designed space, and the 
official interpretation of ethnicities. This thesis explains how the museums make 
up the displays to present Hakka culture and examine the exhibits of Hakka 
women from a gender perspective. As for the self-representation of Hakka 
women, the rising stream of cultural preservation offers a platform to the local 
communities to speak up their expectations and views on safeguarding their own 
culture. It is an effective agent to probe into the question of what ways Hakka 
women represent themselves in the participation of cultural conservation. 
Interviews and fieldworks have been conducted to see how Hakka women are 
represented and are able to make self-representations with different forces. This 
is a fresh approach to rethink the images of Hakka women and review the 
interactions between the representations and self-representation of Hakka 
10 
 
women in heritage preservation. More importantly, the analyses of this thesis 
point to the broader themes of the interplays between colonialism and ethnicities, 
the politics of display, gender studies on exhibition and cultural heritage, and the 
impacts of global cultural trends on local culture formulating.  
 
The existing scholarship on Hakka studies and Hakka women gave much 
inspiration to the present thesis in terms of methodology and framework. This 
thesis will first examine the emergence of “Hakka”. Some fragmentary pieces 
about how Hakka people were discriminated against in county annals and 
literatures contribute a foundation on the analysis of the concept of “Hakka” from 
a historical perspective. 23  Hakka people in the eyes of Punti and Western 
missionaries, and their self-narratives are still lacking a systematic research. The 
first chapter is to fill in these blank pages to illustrate the evolution of the 
meanings of being Hakka from the perspectives of Punti people, missionaries and 
Hakka people themselves.  
 
After the examination of the historical narratives on Hakka and Hakka women, 
chapter two specifically focuses on the Hakka people in Hong Kong. Even though 
scholars have contributed considerably to the understanding of Hakka 
settlements in Hong Kong, 24  the colonial impacts on the local Hakka 
                                                          
23 Shi Tian-fu 施添福, “From “Hakka” to Hakka: An Address of an Ethnic Group in the Analysis of 
History and Space”〈從「客家」到客家：一個族群稱謂的歷史性與地域性分析〉, Paper 
released in The Third “Ethnicity, History and Regional Society” Academic Conference 第三屆「族
群、歷史與地域社會」學術研討會, (Taibei: Zhongyan Yanjiuyuan Taiwanshi Yanjiusuo Zhuban, 
Sep, 2011), p. 24; Liu Zhengfa, Hakka: Misunderstanding History and Historical Misunderstanding “客
家”- 誤會的歷史、歷史的誤會 (unknown: Xueshu Yanjiu Congshu, 2001),p.4; Yuan Zhi, Zhongguang 
Bianjie De Bainian Bian Qian: Cong Shatuojiao Lianmakeng Shuoqi 中港邊界的百年變遷：從沙頭角
蓮蔴坑說起 (Hong Kong: Joint Publishing (Hong Kong) Co. Ltd., 2012), p. 25. 
24 Segawa Masahisa, Hakka: Kanan Kanzoku no esunishitī to sono kyōkai 客家 : 華南漢族のエスニ
シティ一とその境界 (Chinese), Hironao Kawai and Jiang Na translated (Beijing : Shehui Kexue 
Wenxian Chubanshe, 2013); David Faure, The Structure of Chinese Rural Society: Lineage and Village 
in the Eastern New Territories (Hong Kong: Oxford University Press, 1986); David Faure, “An 
Exploratory Study of Pingshan, A Hakka Village Cluster to the East of Shenzhen”, Journal of the Hong 
Kong Branch of the Royal Asiatic Society 32 (1992), pp.180-92; Patrick Hase, “The Alliance of Ten: 
Settlement and Politics in Sha Tau Kok Area”, in Down to Earth: the Territorial Bond in South China, 
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consciousness and the questions of when and how Hakka women became 
ethnically significant remain unanswered. Hong Kong is, indeed, the place where 
the first Hakka association (the Tsung Tsin Association) was established in 1921. 
The textbook controversy of 1921 that described Hakka as foreigners and 
barbarians, provoked the Hakka elites to be united to against such stigmatization 
with the establishment of Tsung Tsin Association in Hong Kong. The statistics of 
the membership of the association and the prosperity of Hakka restaurants 
marked the peak of Hakka consciousness in Hong Kong until it began to 
significantly wither in the 1960s. The interplays between the colonial rule and 
Hakka ethnicity, and how the images of Hakka women were used for socio-
political purposes in the early twentieth century, are analyzed in chapter two.   
 
Hong Kong museums are the most common public sphere to see Hakka culture 
and also are the effective agent to look at the question of how Hakka women are 
being represented since the rapid disappearance of the Hakka settlements in the 
post-war period. The objects of Hakka women displayed in the museums no 
longer carry their original socio-economic meanings but are presented with 
problematic approaches and snubbed Hakka women’s participation in the 
exhibitions. Notwithstanding the fact that some studies have proven that the 
stereotypes of Hakka women are historically constructed, the conventional 
images of Hakka women still prevail in various media, particularly that of the 
museum. Gaby Porter and other female museologists have argued that museums’ 
presentation is gendered and that women’s representations are often confined 
within the private sphere of the household and are even objectified in the 
exhibits.25 Chapter three examines the representations of Hakka women in Hong 
                                                          
edited by David Faure and Helen F. Siu (Stanford, Calif.: Stanford University Press, 1995), pp.121-160; 
Patrick Hase, Eastern Peace: Sha Tau Kok Market in1925, Journal of the Hong Kong Branch of the 
Royal Asiatic Society, 33 (1993), pp.147-202; Xiao Kuojian 蕭國健, Social changes in the Hong Kong 
before and after the coastal evacuation in the early Ch'ing dynasty (Qingchu Qianhai Qianhuo 
Xianggang Zhi Shehui Bianqian 淸初遷海前後香港之社會變遷) (Taipei: Taiwan Commercial Press, 
1986), pp. 92-125. 
25 Gaby Porter, “How are women represented in British history museums?” Museum (UNESCO, 
Paris), No. 171, Vol. XLIII, No. 3, 1991, pp.159-162; Gaby Porter, “Putting Your House in Order: 
Representations of Women and Domestic Life”, in Robert Lumley ed., The Museum Time Machine: 
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Kong museums and evaluates whether Porter’s feminist perspective is applicable 
to the case of the Hakka women in the museums’ presentations. 
 
The making of Hakka women’s images is not only seen in museums but continues 
to be recreated and repacked under the trend of cultural preservation. In 
accordance with the Convention for Safeguarding Intangible Cultural Heritage 
passed by the United Nations Educational, Scientific and Cultural Organization 
(UNESCO) in 2003, Hong Kong actively joins in the national project of preserving 
intangible cultural heritage as an integral part of China. On a national level, Eric 
Hobsbawm pinpointed that "tradition" can be newly developed and even 
invented for the state-building project.26  On a local level, Liu Tik-sang illustrates 
with the case studies of the Tai O Dragon Boat Water Parade and Tai Hang Fire 
Dragon Dance and  points out that in order to apply for inclusion into the national 
heritage list, the heritage items are attached to a standardized story or myth. The 
procedures of the rituals are also systematized as well.27 Poon Shuk-wah and 
Wong Wing-ho examine the transformations of the meanings of the Double 
Seventh Festival in Zhu Village in Guangzhou and demonstrates a process of 
erasing the element of “superstition” during the period from the Republican era 
to the twentieth-first century. They suggest that it is a re-creation of cultural 
tradition rather than an inheritance of cultural heritage.28  
 
                                                          
Putting Cultures on Display (London: Rouledge, 1988), pp.102-122; Tamar Katriel, “Pioneering 
Women Revisited: Representations of Gender in Some Israeli Settlement Museums”, in Amy K. Levin 
ed., Gender, Sexuality and Museums: a Routledge Reader (New York: Routledge, 2010), pp.115-127; 
Barbara Read, “Historical Representation and the Gendered Battleground of the ‘Past’: A Study of 
the Canterbury Heritage Museum,” European Journal of Women's Studies, vol. 3 no. 2, May 1996, pp. 
115-130. 
26 Eric Hobsbawm, “Introduction: Inventing Traditions”, in Eric Hobsbawm and Terence Ranger ed., 
The Invention of Tradition (Cambridge: Cambridge University Press, 1995), p.1. 
27 Liu Tik-sang, “’Tradition’ versus ‘Property Inherited’: The Construction of meanings for Hong 
Kong’s Intangible Cultural Heritage, pp. 270-271. 
28 Poon Shuk-wah and Wong Wing-ho, “Heritage Preservation and the Re-creation of Traditions: 
Double Seventh Festival at Zhu Village in Guangzhou”, in Liu Tik-sang ed., Intangible Cultural 
Heritage and Local Communities in East Asia (Hong Kong: South China Research Center; The Hong 
Kong University of Science and Technology; Hong Kong Heritage Museum, 2011), pp.239-250. 
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Being a new concept, intangible cultural heritage (ICH) spontaneously brings 
new hope to local communities who expect that the cultural items will survive 
with official support and public participation.29 Hakka songs and patterned bands 
are enlisted into the first ICH inventory of Hong Kong. As the main cultural 
bearers and custodians, the Hakka women are offered more opportunities to 
voice out their personal experiences and views on Hakka culture. The visibility of 
Hakka women in the participation of cultural preservation is doubtless. In 
chapter four, the curiosity lies on whether the representations and self-
representations of Hakka women get involved in any reconstructions or 
recreation under the government’s enforcement and the nongovernment 
organization’s (NGO) promotion of ICH safeguarding. Where are the Hakka men 
when the Hakka women are highly visible in the heritage safeguarding? To offer 
a more balanced account in terms of genders, the roles of Hakka men in ICH 
safeguarding are showed in chapter four.  
 
This thesis is merely a beginning on the study of Hakka women, and does not 
claim to have the final word on the constructed images of Hakka women in Hong 
Kong. The representations of Hakka women are largely varied in different regions. 
The preliminary research findings to compare the exhibits of Hakka women in 
Hong Kong with Taiwan are presented in the conclusion. Comparative studies on 
the development of Hakka culture are eagerly awaiting further research for a 
better understanding of the subject
                                                          
29 Liu Tik-sang, ‘“Intangible Cultural Heritage”’: New Concept, New Expectations, in Liu Tik-sang ed., 
Intangible Cultural Heritage and Local Communities in East Asia (Hong Kong: South China Research 
Center; The Hong Kong University of Science and Technology; Hong Kong Heritage Museum, 2011), 
pp. 5-14.  
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Chapter 1 
“Hakka” in Historical Writings before the Twentieth Century 
Hakka people and Hakka women remained mostly invisible in the imperial 
literatures prior to the mid-nineteenth century. David Faure, a prominent Hong 
Kong historian, suggests that the term of “Hakka” is not found among the 
literatures of Xin’an County before the Qing dynasty. 1 The invisibility of Hakka 
people and Hakka women did not come into contradiction with our 
understanding of the relative inferiority of Hakka and Hakka women to 
Cantonese in China.  
 
The Hakka were a group of people being discriminated against by the Cantonese 
(Natives, Punti) since they had been called as non-Han and barbarian in the 
written records. The chaos of the mid-nineteenth century changed the Cantonese 
dominance in writing history. The Second Opium War and Taiping rebellion 
engendered the Western curiosity about Hakka and gave an increased voice to 
Hakka on the international stage, and Europeans increasingly participated in the 
writing of the history of the Chinese and Hakka despite the uncommonness of 
English publications in Chinese communities. Unaware of this burgeoning 
Western knowledge on Hakka, Chinese Hakka scholars grew Hakka 
consciousness and produced literatures with the goal of generating pride in being 
Hakka. Instead of being described by the Cantonese, they seized the chance to 
write history and establish discourses of their own. The identity of Hakka women 
was explicitly displayed and became more positively visible, as did the Hakka 
identity, which was transformed from being portrayed negatively as barbarian to 
being represented as being more civilized and capable.  
 
                                                          
1 David Faure, “An Exploratory Study of Pingshan, A Hakka Village Cluster to the East of Shenzhen”, 
Journal of the Royal Asiatic Society Hong Kong Branch, Vol. 32 (1992), p. 189. 
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The terms, “Hakka” and “Guest people” were and are used interchangeably in 
contemporary discourses in both English and Chinese. “Guest people” has been 
simply interpreted and translated into Hakka in various literatures. However, the 
meaning of “Guest people” is much different from the term of Hakka we use today. 
Generally speaking, the term “Hakka” is in a broader sense with ethnicity that 
refers to the Hakka-speaking migrants since the Song dynasty and to the people 
who practice the so-called trait of Hakka culture. In contrast, “Guest People” are 
merely pointing to a group of people with Guest identity under the population 
census from the 4th century onward. The earliest appearance of “Hakka” refers to 
the migrants from the provinces of Jiangxi and Fujian, and the counties of 
Chaozhou and Huizhou in Guangdong Province in Yong’an County Annal 《永安
縣志》in 1687.2  
 
Yong’an County is an administrative county of Zijin (紫金縣 ) today and is 
considered as a purely traditional Hakka area. The Annals were previously edited 
by Ye Chun-ji (葉春及, 1532-1595) who was inferred as Hakka as he was born in 
a Hakka area, the County of Guishan (歸善縣) in the Ming dynasty but the term of 
Hakka cannot be found until the reign of Emperor Kangxi in 1687 of the Qing 
dynasty. It was the high time to edit the County literatures to legitimize the alien 
rule of Manchu at the beginning of Qing. The County Magistrate of Yong’an, Zhang 
Jinlu (張進籙, ?-?) invited a renowned Punti scholar, Qu Dajun (屈大均, 1630-
1696) to edit the Annals with him. He was the first one to use the term Hakka in 
official literature and fairly introduced the migrant origin and customs of Hakka. 
Yet, the term of “Hakka” was not common in use in the early Qing. Instead of using 
“Hakka” to address the migrants, people were inclined to call the new comers as 
“Guest people” (Keren 客人). In the reign of the Kangxi Emperor (1654-1722), an 
edict of Great Evacuation (Qianhai Lin 遷海令/ Hai Jin 海禁) was imposed in 
                                                          
2 Meibao Cheng 程美寶, Local Culture and National Identity: the Formation of the concept of 
“Guangdong Culture” since late Qing 地域文化與國家認同：晚清以來「廣東文化」觀的形成 
(Beijing: Joint Publishing Company, 2006), p.69. 
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Southern China to prevent the Ming loyalists’ rebellion in 1663. The Central 
Government repealed the Evacuation policy in 1669 and encouraged people to 
open up cultivation in the desolate coastal areas. Those who went to reclaim the 
uncultivated places mostly spoke “Hakka” and were assigned with the identity of 
“Guest People” under the population census of Qing Court.3  
 
In 1808, Xu Xuzeng (徐旭曾, 1751-1819) used “Guest people” in his lecture to 
explain the differences between “Guest people” and Punti (Natives). The “Guest 
people” in the lecture record also refers to the migrants with Guest Identity under 
the census register and later was recognized as the ancestor of Hakka. It is 
because it was found that the “Guest people” highly shared a common dialect of 
Hakka under the system of the census register.4  While the Hakka gentry recorded 
the process of fighting for the abolition of the restriction on Hakka candidates in 
the imperial examinations in 1810, a Hakka elite addressed themselves as 
“registered migrants in Xin’an County.” (“余等客人，隶籍新安。”) The Hakka 
gentry still placed the emphasis on their origins as migrants rather than Hakka 
as an ethnic group.5 The “Hakka” we understand today is mostly associated with 
ethnicity from the period of modern China, which is unlike the use of the term 
“Hakka” in the early nineteenth century.  
 
The time people came to understand Hakka with a sense of ethnicity is varied in 
the Western and Chinese worlds. Europeans attached racial connotations to the 
term “Hakka” in the midst of the nineteenth century. Since the Treaty of Nanjing 
                                                          
3 Tien-fu Shih, “From ‘The Guest’ to the Hakka (1): ‘The Hakka’ under the Principle of Bon-Gwan in 
the Household Registration System in the History of China”, in Global Hakka Studies, Volume 1, Nov 
2013, pp.29-38. 
4 Cheng-hui Lin, “Exploring the Developing Formation of the Hakka Community in Southern China”, 
Global Hakka Studies, Volume 1, Nov 2013, p.73.  
5 Chan Wing-hoi,“The Hakka Discourses under the Enterprise of Chinese Nationalism: 
Transformations of Hakka Identity from the Perspective of Hong Kong ( Zuowei Zhingguo Guozhu 
Shiye De Kejia Yanshuo: Cong Xianggang Kan Jindai Kejia Wenhua Rentong Xingzi De Bianqian 作為
中國國族事業的客家言說：從香港看近代客家文化認同性質的變遷)”, in Hakka of Hong Kong 
(Xianggang Kejia 香港客家), Liu Yizhuang ed. (Guilin: Guangxi Shifan Daxue Chubanshe, 2005), p.22. 
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in 1842, they had had much easier access to China and attempted to categorize 
different groups of Chinese people with their ethnographic knowledge. 
Europeans, especially the missionaries and colonists, were tempted to study 
Hakka with the outbreak of the Taiping Rebellion and the Second Opium War due 
to the fact that Hakka were greatly involved in these events, especially Hong 
Xiuquan as a leader of the Taiping Rebellion. They produced discourses about 
Hakka, writing with an ethnographic approach, which contributed to the building 
up of the study of Hakka. Notwithstanding the low popularity of English language 
publications among the Chinese population, the term of “Hakka” was bound up 
with notions of ethnicity from this point among Europeans because English 
language publications were very popular among English speaking residents of 
the treaty ports.6 It was not until the beginning of the twentieth century that the 
Chinese Hakka intellectuals began to interact with the Western knowledge of 
Hakka.  
 
In a quite different vein, the Hakka gentry endeavored to cultivate Hakka 
consciousness in order to break the Cantonese dominance during the Hakka-
Punti wars and the Taiping Rebellion. They strived for chances to write their own 
history and to stop being misunderstood as foreigners and barbarians. Even so, 
in Chinese society no clear concept of being Hakka as an ethnic group can be 
observed until the Chinese Hakka scholars began to interact with the Western 
knowledge of Hakka. The compliments made by the Europeans to Hakka and 
Hakka women were increasingly employed in the writings of Hakka history in 
order to generate pride in being Hakka in the early twentieth century. Meanwhile, 
the Chinese Hakka scholars absorbed many of the conclusions of Western 
ethnological writings about Hakka, which led to the connection of the term 
“Hakka” with a sense of ethnicity in Hakka Chinese as well as Western thinking. 
In the Chinese world, people started to acknowledge Hakka as an ethnic group in 
                                                          
6 Robert Bickers, Britain in China: Community, Culture and Colonialism, 1900-49 (Manchester; New 
York: Manchester University Press, c1999), pp.58-60. 
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the beginning of the twentieth century, which greatly contributed to our present 
understanding of “Hakka”.  
 
To avoid the confusion caused by the usage of terminology, “Guest people” and 
“Hakka” will be used to refer to separate groups of people in the present work. 
“Guest people” refers to the migrants with “Guest” identity under the census 
registrar in the early Qing when the Evacuation Policy was repealed. As for 
“Hakka”, it will be applied to point to a group of people who claim themselves to 
be Hakka and who are recognised as Hakka as an ethnic group.  
 
The present chapter attempts to offer a historical background of Hakka study and 
the emergence of Hakka images. Discourses about Hakka and Hakka women from 
the nineteenth century will first be analysed to examine the development of 
Hakka studies and the construction of Hakka characteristics.  
 
1.1. Hakka Narratives by the Cantonese People and Hakka 
People before the Twentieth Century 
The interpretation of Hakka as an ethnic group was popularised from the 
beginning of the twentieth century among Chinese. The Chinese Hakka scholars 
absorbed and made use of the Western ethnic discourses on Hakka that 
constructed the ethnicity of Hakka in Chinese publications. Many pieces of work 
were done to analyze the origin and development of “Hakka” after Lo Hsiang-lin’s 
publication in 1935. However, a systematic analysis on the questions of, before 
the emergence of ethnic Hakka, how the “Hakka” was called by the Cantonese and 
vice versa is yet to come. This part of the paper will trace the writings by 
Cantonese and Hakka, and examine the growth of Hakka consciousness before 
the term Hakka was associated with ethnicity in the twentieth century.  
19 
 
 
Before going into the discourses on Hakka by both Cantonese and Hakka people, 
there is a need to understand the Cantonese dominance in Guangdong Province 
prior to the twentieth century.  The Cantonese were at the center in the political 
and economic spectrum of Guangdong Province, so much so that the authority of 
speech was in their hands and that they dominated in writing history throughout 
the early nineteenth century. The Cantonese had a concept of civilized “us” and 
barbaric “others”. To them, the Hakka, Chaozhou, and Tanka were considered as 
the “others” that were less civilized than the Cantonese themselves in accordance 
with the apparent differentiations of dialect and customs. Not surprisingly, the 
Cantonese sometimes portrayed the Hakka as inferior to them in a very general 
manner.  
 
1.1.1. Stigmatized by Cantonese  
The relations between Hakka and Punti were rarely favorable. In the transition 
from Ming to Qing, population gradually increased and natural disasters 
constantly appeared, and famine was worst in the mountainous areas where the 
borders were along Min (閩, Fujian Province), Yue (粵, Guangdong Province) and 
Gan (贛, Jiangxi Province). Accelerated with the policy of opening up the coastal 
area in the early Qing, flows of people who practiced the same dialect and culture 
along the borders spread outward.7 Most of them were Hakka speakers. However, 
they did not call themselves as Hakka but were labelled with stigmatized terms.  
 
In accordance with various Guangdong Annals, the migrant from Hakka-speaking 
area would be called as Ai Zi (哎子).8 It revealed that people based on the dialect 
                                                          
7 Shi Tianfu, Qingdai zai Tai Hanren de zuji fenbu he yuanxiang shenghuo fangshi 淸代在臺漢人的祖
籍分布和原鄉生活方式 (Nantou: Taiwan Shengwen xian weiyuanhui, Minguo 88 [1999]), p.165. 
8 Dajun Qu  屈大均, Guangdong Xinyu [28 juan] 廣東新語 : [28卷], (Taipei, Xinxing Shuju, 1979), 
p.339. 
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to name to the Hakka. The pronunciation of Ai means “I” in Hakka dialect. 
According to the Zengcheng County Annals (增城縣志) written by the natives in 
the Qianlong Reign, the Hakka established a village and became more influential 
to mobilize people to take over the land from the natives (Punti). The dialect of 
Hakka was described as the noise with heavy accent (入耳嘈嘈).9 The address of 
“Ai Zi (哎子)” was inherited into the period of Daoguang Emperor (1782-1850). 
Such an address was comparatively mild to the guest Hakka speakers in the areas 
where the Hakka-Punti relations were less hostile.  
 
In the places where the new comers became a threat to the indigenous people, 
conflicts and competitions for resources were increasingly tense. Antagonistic 
sentiment can be seen in how the natives called the Hakka. The Dongguang 
County Annals in the period of Chongzhen Emperor (1611 –1644), categorized 
the migrants from Fujian Province in the foreign affairs (外志) with a subtitle of 
Yao 瑤 and addressed the new comers as (Jiao) Liao (狡獠).  As the writer of the 
annals puts it: “The migrants live in the mountainous area and plant indigo for a 
living. Most of them are atrocious and called as Jiao Liao (狡獠). (山原曲險，閩、
潮流人多竄居之,以種藍為生,性多狠戾,號為(狡)獠……”10 
 
The natives’ hostility continued in the Qing Dynasty. In the Dongguang County 
Annals in the period of Kangxi Emperor (1657-1722), the Punti editor 
reproached Hakka people who were good at making imprecation, using Fengshui 
(風水) and loved to make gain at others’ expense. Moreover, Hakka was depicted 
as brutal and belligerent to natives and labelled with a few terms associated with 
                                                          
9 Yiqing Guan 管一清 ed., Qianlong Zengcheng County Annals 乾隆《增城縣志》, in Gugong 
Zhenben Congkan 故宮珍本叢刊 (Haikou: Hainan Chubanshe, 2001), pp.360-365.  
10 Cheng-hui Lin, The Formation of Taiwan Hakka: A Trace from Qing to Post-war Period 臺灣客家的
形塑歷程: 清代至戰後的追索 (Taipei: National Taiwan University Press), p.40.  
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a Chinese radical (犭) to dehumanize Hakka, such as Lai 猍, Jiao 狡, Liao 獠, and 
Ai 犭艾.11 
 
Regarding to the relations between Hakka and Punti, the Sihui County Annals (四
會縣志) in the reign of Guangxu (1875-1908) contradictorily recorded their 
knowledge about Guest People. On one hand, Guest People (Ke Min 客民) were 
depicted as good common people from Jiangxi and Fujian Provinces, and that the 
natives lived in harmony and amity with them. There was no inferior treatment 
for Guest People in the imperial examination and both Hakka and Punti went to 
schools together. No discrimination towards Guest People was made by the 
Natives as all of them were from Central China and the Natives were once the 
Guest. Ultimately, they were all the sons of the Emperor.12 However, the Guest 
people were categorized into Yao Dan (猺蜑) which was a dehumanized term 
with Chinese radicals of dog (犭) on one character and insect (虫) on the other. It 
was an entire contradiction with the depiction of Guest People in the Annals. 
 
In the Reign of Xianfeng (1850-1861) and Tongzhi (1861-1875), Hakka was said 
to be Miao (苗). The provincial Governor, Jiang Yili (蔣益禮) was tasked with 
bringing an end to the Hakka-Punti War in Xijiang (西江). He was worried how to 
report the Hakka-Punti war to the Central Government. Someone suggested Jiang 
to describe Hakka as Miao and Yao barbarian (苗猺異族) by adding the radical of 
dog (犭).13 Jiang did not take the advice at the end. It was because he was better 
not to enrage either Hakka or Punti during the fierce fighting. Despite of the 
                                                          
11 T’ien-fu Shih, “From “The Guest” to the Hakka: “The Guest” under the Principle pf Bon-Gwan in 
the Household Registration System in the History of China”, Global Hakka Studies, Novermber 2013, 
pp.19-29. 
12 Zhizhe Chen 陳志喆 ed., Sihui County Annals 四會縣志 [Guangxu 光緒], Bianyi 編一：Yudi Zi 輿
地志─Yao Dan 猺蜑，Ke Min 客民, p.99, 
http://beaver.lib.cuhk.hk/CxContent.aspx?BookID=a0c12e75-c970-46a9-bacd-
4f132984fb5b&VolumeName=No.  
13 Zhong Dufo 鍾獨佛, Yuesheng Minzhu Kaoyuan 粤省民族考原 (Guangdong: Unknown，1921), 
p.22. 
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invalidity of the advice, it suggests that a general perception toward Hakka as 
Miao was quite common in late Qing.  
 
Among the County Annals of Guangdong Province, it was not uncommon to see 
stigmatized terms for Hakka. The Guest People were often dehumanized and 
regarded as barbarian throughout the Ming and most of the Qing period. While 
frequently being called as animal-like barbarian, it raised curiosity on how they 
would address themselves. Although the Guest People could only do miserably 
little to fight back against the humiliation by Cantonese, few official documents 
can still be found.  
 
1.1.2. Self-narrative by Hakka  
Cantonese had long been dominant in the writing of Hakka narratives. Rarely can 
we find positive discourse on Hakka prior to the mid-nineteenth century. The 
Yong’an County Annals (永安縣志) published in 1687 is an exceptional case. 
Despite being partly edited by the Punti scholar, Ju Dajun, the annals reveals how 
the Guest people also called themselves as Hakka since it was the annals of a 
Hakka district and thoroughly censored by the Hakka County Magistrate, Zhang 
Jinlu. In the Yongan County Annals (永安縣志), it states: “In our county, there are 
intelligent residents whose ancestors migrated from the provinces of Jiangxi and 
Fujian, and the county of Chaozhou and Huizhou. It is called Hakka. They are 
enthusiastic on studying and good at Chinese literatures. The rich have masters 
to assist them on learning with fine dining. The poor have difficulty to earn a 
living but still try to study outside.”14  
 
                                                          
14 Zhang Jinlu ed., Second Annals of Yong’an County (永安縣次志), Vol 14, p.1-2.  
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Another evidence on how Hakka address themselves is the record of example 
cases (Li An Lu 例案錄) written by the Guest gentry. Along with an influx of Guest 
people who flowed into Xin’an County (新安縣) since the retraction of the Great 
Coastal Evacuation (Qianhai Lin 遷海令/ Hai Jin 海禁), conflicts between the 
Punti and Guest People appeared in the imperial examination. In 1768, the Guest 
candidates were restricted to participate in the examination with their Guest 
identity. The document records the process of the Guest elites fighting for equal 
rights in the participation of the imperial examination as Punti candidates.  
 
The Guest gentry published the appeal records and built up a dormitory for their 
Hakka candidates to elevate up a common consciousness among Hakka speakers. 
From the written record, they only realized that they were different from the 
Punti (Cantonese) and no Hakka cultural characteristics were mentioned.  In a 
preface of the document, a Guest leader wrote: “we Guest people (Ke Ren 客
人)…”15 They insisted upon the registered migrant identity rather than the ethnic 
one. The controversy of whether the Guest People were Han or not was not raised 
in the written record. They merely depicted themselves as “Guest people” 
associated with officially admitted Guest identity.  
 
The most frequent cited sources to explain the origin of Hakka is the lecture 
record of Xu Xuzeng (徐旭曾) in 1808. He was a scholar in the prefecture of 
Huizhou (惠州府) and offered a lecture to explain the differences between Guest 
people (Hakka) and Natives (Punti). It was the same as the Guest gentry in Xin’an 
remarked above, Xu did not use the term “Hakka”, but used “Guest people (Ke 
Ren 客人)” instead. He explained why they were being called Guest people. “The 
Natives (Tu Ren 土人) called us as Guest people. It is because we practice distinct 
customs and dialect, and we cannot be assimilated. We Guest People (Ke Ren 客
                                                          
15 Chan Wing-hoi, “The Hakka Discourses under the Enterprise of Chinese Nationalism”, p.22. 
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人) also cannot assimilate them and therefore address ourselves as Guest People 
(Ke Ren 客人).”16 The significance of Xu’s lecture is that he indicated that Guest 
People were first named so by the Natives and that they later on accepted being 
called as Guest People and turned to address themselves as Guest People as 
well.17 In addition, he stressed that the Guest People were from Central China and 
were the descendants of imperial officials who were very loyal to the Song 
Emperor. While the emperor fled to Southern China during the Mongol invasion, 
they followed. He initiated a theory of Guest people having originated from 
Central China and legitimized Guest people as Han.   
 
The chief editor of the gazette Jiaying Zhou-zhi (嘉應州志), Wen Zhonghe (溫仲
和 , 1849-1904) was born and raised in Jiaying Zhou ( 嘉 應 州 ), in the 
administrative county of Mei ( 梅縣 ) which has now been recognized as a 
traditional Hakka heartland. In the same way as Xu Xuzeng, he used the term 
“Guest people (Ke Ren 客人) rather than Hakka.18 In addition, he always added 
footnotes in the gazette to emphasize the ancient features and legitimacy of 
Hakka dialect, which originated in Central China. In the volume of “Ritual” in 
Jiaying Zhou-zhi, he even gave a proof of Hakka dialect with ancient sounds in an 
unusually detailed way. 19  Seldom had the editors of the gazette added such 
detailed notes. Wen intentionally promoted the legitimacy of Hakka dialect in the 
frame of the Chinese view on civilization and argued that Hakka culture was a 
superior culture in Chinese society. It was the beginning of Hakka to write their 
own history in the last quarter of the nineteenth century.  
 
                                                          
16 Lo Hsiang-lin 羅香林, Kejia Shiliao Huibian 客家史料匯篇 (Taipei: Nantian Shuju, 1965), pp.297-
299. 
17 Zhen-fa Liu, Hakka: Misunderstanding History and Historical Misunderstanding (Unknown: Xueshu 
Yanjiu Zazishe, 2001), p.3. 
18 Wen Zhonghe ed., Guangxu Jiaying Zhou-zhi (嘉應州志), Vol 1-7, pp. 79, 82-83.  
19 Meibao Cheng 程美寶, Local Culture and National Identity: the Formation of the concept of 
“Guangdong Culture” since late Qing 地域文化與國家認同：晚清以來「廣東文化」觀的形成 
(Beijing: Joint Publishing Company, 2006), p.76. 
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Through giving evidence to prove that their migration history and dialect were 
originated in Central China, Hakka scholars strongly insisted upon the Han 
identity of Hakka. It was a response to the Cantonese writings on Hakka, 
degrading Hakka as non-Han and animal-like barbarian. Han culture was 
centered in the hierarchical Chinese worldview since the early third century. Han 
Chinese as a majority of China always dominated the authority to judge the social 
behavior of non-Han. Where the non-Han people would be placed depended on 
the extent of their resemblance to Han culture. The more they behaved similar to 
Han Chinese, the higher position they could stand in the hierarchy. “If non-Hans 
showed a willingness to adopt the Han lifestyle, they were referred to by the Han 
Chinese as “cooked” (熟番, shu-fan), in contrast to the “raw” (生番, sheng-fan) 
who resist the Han influence.”20 In other words, Han culture was regarded as a 
standard civilization in Chinese society for centuries.  
 
Claiming Hakka as Han migrants from Central China was a way to signify Hakka 
as part of civilization. They used the knowledge about the history of Hakka 
migration and the origin of Hakka dialect as evidence to prove that they were 
from Central China and were Han Chinese. The Hakka scholar, Lin Da-quan (林達
泉, 1830-1878) was an admitted candidate in the imperial examinations at the 
provincial level and a famous literati in Guangdong Province. He analyzed the 
vowels, intonations and popularity of the Hakka language and suggested that the 
dialect was applicable throughout China and close to the official language, 
Mandarin.21 Therefore, he argued that the Hakka originated in Central China and 
were the descendants of Han nobility. His book, Keshuo 客說 was circulated in the 
Province and influential in shaping the Hakka discourses in the early twentieth 
century. Lin’s book was a reflection of Hakka consciousness in the later half of 
                                                          
20 Other than interpreting the term sheng-fan and shu-fan as “raw” and “cooked”, Yang Lien-sheng 
termed them as “uncivilized” and “civilized”. See John King Fairbank ed., The Chinese World Order: 
Traditional China's Foreign Relations (Cambridge: Harvard University Press, 1968), p.21; Edward 
Wang, “History, Space, and Ethnicity: The Chinese Worldview”, Journal of World History 10.2 (1999), 
p.286.  
21 Lin Daquan 林達泉, Keshuo 客說, in Wen Ting-jin 溫廷敬 ed., Chayang Sanjia Wenchao 茶陽三家
文鈔, Vol. 4 (Wenhai Chubanshe, 1969), p.3. 
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nineteenth century. However, the identity of Hakka women still stayed 
unapparent while the major Hakka scholars chiefly worked on the Hakka dialect 
and Han identity.  
 
In brief, the excessive population along the borders of Jiangxi, Fujian and 
Guangdong provinces fueled by the reclaiming of coastal farmland policy, flows 
of Hakka speakers moved to the Eastern Guangdong and the River Delta in the 
early Qing. The number of Hakka migrants unceasingly increased and their 
existence threatened the prominent position of the Cantonese. Conflicts and 
competitions inevitably occurred over resources. While in the writing of 
Cantonese people, the Hakka migrants were always referred to as a group of 
subhuman and barbarian, the Hakka people addressed themselves as Guest 
People (Ke Ren 客人). The resentment of Hakka towards their stigmatization by 
the Cantonese was felt in Xu’s lecture.  
 
The dehumanized discourses on Hakka motivated the Hakka literati to be more 
concerned about their origin and culture. Instead of allowing their origin and 
history to be selected by the Cantonese, Hakka elites seized the opportunity to 
write their own history in the mid-nineteenth century. The set of knowledge on 
Hakka they produced connoted with the system of population census, collective 
memory of migration and of dialectic discrimination by Cantonese, which is 
differentiated from the Western knowledge on Hakka. Despite the divergence 
between Chinese and English epistemological insights on Hakka, intertwined 
with the Taiping Rebellion, the Hakka-Punti Wars, and the Second Opium War the 
growth of Hakka consciousness and writings can be seen in the latter nineteenth 
century.  
 
 
27 
 
1.2.  Westerners’ Construction of the Terminology and Ethnic 
Characteristics of “Hakka” in 1850s-1900s 
The consciousness of being a Hakka was raised when the Hakka-Punti wars 
became more violent and widespread in Guangdong Province, and interweaved 
with the force of the Taiping Rebellion when almost all the Taiping leaders were 
Hakka. 22  The role of Hakka in the Taiping Rebellion amazed the western 
missionaries, thinking that the huge country like China was going to step on the 
road to Christianity and civilization. From the understanding of Taiping 
ideologies, Hakka people were more receptive to Christianity and less resistant 
to missionaries than Punti.  This is the key to explaining why the westerners, and 
particularly the missionaries, paid so much attention to Hakka and produced 
positive discourses on them. The Basel Mission targeted the poor migrants in 
Guangdong Province.23 They eventually approached Hakka people and produced 
narratives about Hakka, which constructed the terminology and ethnic 
characteristics of Hakka. 
 
1.2.1. Westerners’ Attention on the Taiping Rebellion and Hakka 
A flow of missionaries and colonists came to China to see what was happening 
under the Manchu reign after the First Opium War. They attempted to find the 
origin of the Taiping Rebellion. However, they could hardly acquire any accurate 
information and intelligence even though they had special access to the Taiping 
military. Both the staff of the French embassy in China, Joseph-Marie Callery and 
Melchior Yvan, and the French missionary, Stanislas Clavelin (葛必達) thought 
that the major force of the Taiping rebellion was Miao (苗) and that Hong’s family 
                                                          
22 Xie Chongguang 謝重光, Kejia wen hua yu fu nü sheng huo : 12-20 shi ji Kejia fu nü yan jiu 客家文
化与妇女生活 : 12-20 世纪客家妇女研究 (Shanghai : Shanghai gu ji chu ban she, 2005), pp210-215.  
23 Jessie Gregory Lutz, Opening China: Karl F. A. Gutzlaff and Sino-Western Relations, 1827-1852 
(Grand Rapids, Mich.: William B. Eerdmans Pub. Co., 2008), p.301. 
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was also Miao originated in Guangxi.24 In fact, Hung Xiuquan has been verified as 
having been a Hakka in Guangdong Province by tracing back his genealogical 
records.25 The common present understanding of the Taiping Heavenly Kingdom 
was originated by Hakka. 
 
The reason why the Westerners identified the Taiping rebels as Miao may be 
attributed to the fact that the Central government needed legitimacy to repress 
the rebellion. The Qing government attempted to make use of the traditional 
perception towards Miao, who were typically represented as troublemakers and 
rebellious in order to distract the public attention from the political mistakes 
made by the Qing court.26 The Qing government therefore labeled the rebellions 
as non-Han in origin. Despite being under Manchu rule, Han culture was centered 
in the hierarchy of civilization and Han Chinese people used “cooked” to describe 
the non-Han people who were more receptive to Chinese culture since the 
emergence and rise to popularity of Confucianism in the third century.27 Once 
there was brutal fighting among ethnic groups, the imperial authorities would 
often incline towards Han identity and determine that the turmoil was initiated 
by barbarians. The Qing authorities therefore had good reasons to suppress the 
barbarian upheaval. The Taiping Rebellion was not the only case of this, and it 
can be seen with regards to the Miao and Hui Rebellions as well.28 Labeling Hakka 
as barbarians was therefore a strategy by the Punti and Central government in 
the Hakka-Punti Wars and in the Taiping Rebellion. 
                                                          
24 Ying-ming Zhang and Lu Zhou, “The Early Research of the Western Scholars into the Relationship 
between Hakkas and the Taiping Heavenly Kingdom”, Journal of Guangdong Education Institution, 
Vol.25, No. 6, Dec 2005, p. 78.  
25 Xie Chingguang 謝重光, Kejia wen hua yu fu nü sheng huo 客家文化与妇女生活, pp.210-211. 
26 Robert D. Jenks, Insurgency and Social Disorder in Guizhou: The Miao Rebellion 1854-1873 (Hawaii: 
University of Hawaii Press, 1994), p.4. 
27 Wang, “History, Space, and Ethnicity: The Chinese Worldview”, pp.285-305.  
28 Robert, Insurgency and Social Disorder in Guizhou: The Miao Rebellion 1854-1873, pp. 4-8; Zhong-
fu Zhang, Northwest Hui Rebellion in Qing Dynasty: Socio-culture Adaption and rethinking national 
identity (Qingdai Xibei Huimin Shibian: Shehui Wenhua Shiying Yu Minzhu Rentong De Shensi 淸代西
北回民事變: 社會文化適應與民族認同的省思) (Taipei: Lianjing Chuban Shiye Gongsi, 2001), 
pp.52,187. 
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Rev. Theodore Hamberg was the first westerner to reveal that the Taiping leaders 
and the major force of the movement were Hakka. He was a Swedish missionary 
working in Hong Kong and was fluent in speaking Hakka. As a member of the 
Basel Mission, he also went to the Hakka communities in order to preach the 
gospel to the poor migrants rather than to other Han Chinese in Southeast 
Guangdong Province. 29  When Hong Xiuquan’s cousin Hong Rengan (洪仁玕) 
went to Hong Kong in 1852 and sought for assistance from him, Hamberg was 
well aware of the “general interests” of the insurrection in China.30 He worked on 
his understanding of the origins of the Taiping Rebellion with Hong Rengan as he 
was one of the leaders in the Taiping Rebellion and a major member in the Society 
of Worshipping God (拜上帝會). He knew very well what was going on behind 
the scenes of the Taiping Heavenly Kingdom.  
 
Hong Rengan’s information laid the foundation for Hamberg’s book about the 
Taiping Heavenly Kingdom and offered a more reliable source and a better 
understanding of the Taiping rebels in 1854, which was widely reprinted in the 
North China Herald soon after the first publication, Shanghai Almanac and 
Miscellany in 1855 and The Chinese and Japanese Repository in 1863. 31  Very 
numerous villages of Kwangxi were Hakka and most of them were the 
worshippers of God since they had no choice but resorted to join in the Society of 
Worshipping God from the defeat in the Hakka-Punti Wars.32  
                                                          
29 Carl T. Smith, “Notes on Friends and Relatives of Taiping Leaders”, Journal of the Royal Asiatic 
Society Hong Kong Branch, Vol. 16 (1976), pp.117-123.  
30 Theodore Hamberg, The visions of Hung-Siu-tshuen, and origin of the Kwang-si insurrection by the 
Rev. Theodore Hamberg (Hongkong: The China mail office, 1854), pp.iii-v; Smith, “Notes on Friends 
and Relatives of Taiping Leaders”, pp.121-123.  
31 Theodore Hamberg, The visions of Hung-Siu-tshuen, and origin of the Kwang-si insurrection by the 
Rev. Theodore Hamberg (Taiping tianguo qiyiji, 太平天國起義記), Jian Youwen translated (Beijing: 
Yanjing daxue tushuguan, 1935), p.1.   
32 Theodore Hamberg, The visions of Hung-Siu-tshuen, and origin of the Kwang-si insurrection by the 
Rev. Theodore Hamberg (Hongkong: The China mail office, 1854), pp.48-49. 
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Hamberg introduced, “Siu-tshuen’s ancestors… have moved down to settle in the 
southern part of the Kwang-tung province, are by the aborigines, or Punti people, 
knows under the name of Hakka (Kheh-kia), or settlers… In such a Hakka village, 
we only find what is useful and necessary, without any thought of comfort or 
luxury.”33 Besides, Hamberg referred Hakka to the robbers from Guangdong and 
borders of the provinces.34 They “were bold and brave, used to labour and fatigue, 
wherefore with a small number they dared to attack the much larger Punti force, 
and were often victorious, though their opponent had the assistance of the 
soldiers.”35 So the term “Hakka” first appeared in the Western world and drew 
much attention from the foreigners to this newly identified group of people, the 
Hakka with certain types of characteristics. Hamberg also recorded that one of 
Hong’s ancestors was a high-ranking official in the imperial court of the Song 
dynasty in accordance with the genealogy of the Hong family. The western 
readers were told from the book that the Hakka were not Miao barbarians but 
Han people with a glorious history. The most important messages from the book 
were that the Taiping Rebellion was Hakka in origin and highly related to the 
Western religion, Christianity. Therefore, the colonists were tempted to study the 
Hakka people. 
 
1.2.2. Constructing the Terminology and Ethnic Characteristics of 
Hakka 
The term “Hakka” first appeared in the Western world and foreigners’ knowledge 
on Hakka started accumulating after the publication of Hamberg’s book. Along 
with the Chinese converts and the sources from Hong Rengan, the creation of 
                                                          
33 Hamberg, The visions of Hung-Siu-tshuen, p.4.  
34 “Most of these robbers were men from Kwang-tung and bordering provinces, who are by the 
aborigines of Kwang-si called Khih-kias, (strangers or settlers,) because they had immigrated 
and settled in Kwang-si among the Punti or original inhabitants.” Hamberg, The visions of Hung-
Siu-tshuen, p.48.  
35 Hamberg, The visions of Hung-Siu-tshuen, p.52. 
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“Hakka” was in accordance with its syllabary.36  Fragmentary pieces of discourses 
on Hakka often appeared in Western publications, particularly in Notes and 
Queries on China and Japan, The China Review and the Chinese Recorder and 
Missionary Journal, when many of them could only follow Hamberg’s footprint 
and slightly touch on the history of Hakka.  
 
A German missionary named E. J. Eitel37 attempted to trace the origin of Hakka, 
introducing the differences among three races (Hakka, Punti and Hoklo) in 
Guangdong Province, and moved forward to examine the characteristics of Hakka. 
One of the major western journals, Notes and Queries on China and Japan was 
initiated in Hong Kong for the study of colonial policy and Chinese culture in 1867. 
A question related to Hakka appeared in the first issue of the Journal, showing a 
considerable amount of interest in the group of Hakka people. Eitel’s articles 
were in response to the question.38  He clarified that “the word Hakka, 客家 , 
means ‘stranger’ or ‘aliens’”39 at the beginning of his second article in Notes and 
Queries. More importantly, he juxtaposed the English “Hakka” and Chinese “客家”, 
showing that the meaning of the term was literally translated in both languages. 
The terminology of Hakka in both the English and Chinese worlds was confirmed 
with Eitel’s work.  
 
Eitel’s views on different groups of people did not allow him to achieve an 
accurate and precise translation of “Hakka” from Chinese to English. He examined 
                                                          
36 Sow-theng Leong, “The Hakka Chinese of Lingnan”, in Ideal and Reality: Social and Political Change 
in Modern China, ed. David Pong and Edmund S. K. Feng (Lanham, MD: University Press of America, 
1985), pp.302-307. 
37 E. J. Eitel stayed in the county of Buolo (Poklo) and Xin’an for years and later served for the 
colonial government of Hong Kong. He was separately appointed as Director of Chinese Studies and 
Protector of Chinese by the Governors, Sir Arthur Kennedy and Sir John Pope Hennessy. H. J. 
Lethbridge, “Introduction”, in Europe in China: The History of Hongkong from the Beginning to the 
Year 1882 (Hongkong: Kelly & Walsh, LD, 1895), pp.vi-viii.  
38 N. B. Dennys ed., Notes and Queries on China and Japan, Jan 31, 1867, No. 1, Volume 1, p.7.  
39 E. J. Eitel, “Article II: The Hakka Dialect compared with the dialect of other races inhabiting the 
Canton Province”, in Notes and Queries, Vol. I. 1867, p.265. 
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different groups of people in China with the concept of race classification, 
systematically dividing the peoples in Canton Province into three races, namely, 
Punti, Hakka, and Hoklo. At the beginning of the article, he made an analogy 
between the races in England and Canton Province. “The population of the Canton 
Province is at the present time as mixed as population of England was some time 
after the Norman conquest,…” 40  The prevailing methodology of racial 
classification based on biology and philology in the Victorian era is reflected. A 
prominent Victorian figure, Richard Burton’s experiences offer us insights of how 
the Victorians made sense of “others’ differences”. Skin color, the size and shape 
of body figure, and the language were the principal markers to identify who 
“others” were in the Victorian era, which also have shaped the notions of 
difference on the rest of us today. 41   Besides literally translating the term of 
Hakka, Eitel transformed the term from a synthesis of certain legal systems, 
migration and dialectic discrimination in Chinese to a series of standard racial 
symbols with biological and cultural homogenization in English. 
 
Moving to the content, Eitel insisted that “Hakkas are not foreigners but true 
Chinese”.42 As of the characters of Hakka, Eitel indicated that they were a group 
of poor people mainly working in agriculture.43 They were “industrious” and “an 
exceedingly prolific race” 44 . Eitel’s views on Hakka were highly positive and 
favourable to Hakka, which greatly influenced how the Westerners and Colonial 
Government of Hong Kong looked at Hakka since he had been regarded as an 
authority on Chinese culture and had held several high-ranking positions in the 
                                                          
40 E. J. Eitel, “Article I: Ethnographical Sketches of the Hakka Chinese”, Republished with 
emendations by the author, from Notes and Queries, Vol. I. 1867, p.263. 
41 Dane Kennedy, “Introduction”, in The Highly Civilized Man: Richard Burton and the Victorian World 
(London: Harvard University, 2005), pp.1-9. 
42 E. J. Eitel, “Article I: Ethnographical Skeches of the Hakka Chinese”, Republished with emendations 
by the author, from Notes and Queries, Vol. I. 1867; E. J. Eitel, “An Outline History of the Hakkas”, 
The China Review, Vol. II,1873; Charles Piton, “On the Origin and History of the Hakkas”, The China 
Review, or Notes & Queries on the Far East, Vol. 2 No. 4, 1874; Rudolph Lechler, “The Hakka 
Chinese”, Chinese Recorder and Missionary Journal, Sep-Oct, 1878, pp. 352-359. 
43 E. J. Eitel, “Character, Customs, and Manners of Hakka, compared with those of other races 
inhabiting the Canton Province”, in Notes and Queries, Vol. I. 1867, p.81-82. 
44 Eitel, “An Outline History of the Hakkas”, The China Review, Vol. II,1873, p.101.  
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colonial government of Hong Kong.45 When Stewart Lockhart was conducting a 
report for the extension of the New Territory, he was under the great impact of 
Eitel during his survey of the New Territory’s inhabitants in 1899.  
 
A missionary of Basel Mission, Charles Piton echoed Eitel’s view of the Hakka. He 
arrived in Hong Kong in 1864 and soon after was appointed to the Hakka areas 
of Guangdong Province to preach Christianity for seven years. Piton echoed and 
retorted Eitel’s view on Hakka study. He criticized Eitel for being too reliant on 
the genealogical records, which were probably fictional. Apart from this criticism, 
in a way that was similar to Eitel, he also stressed that Hakka were the 
descendants of Han Chinese and that they were physically stronger than the 
Punti. 46  Another missionary of Basel Mission, Rudolph Lechler further 
strengthened the belief that Hakka were Chinese and better at bodily exertion 
than Punti as nearly all the stone cutters, druggists, barbers and journeymen 
blacksmiths were Hakkas.47 The Han origin of Hakka was enforced. Significantly, 
the characteristics of Hakka being industrious and physically strong were 
projected in the Western world. 
 
Ellsworth Huntington’s narratives on Hakka were favorable to Lo Hsiang-lin’s 
tendency on Hakka study. He stated that the “Hakka coolies are considered 
especially competent.”  Huntington’s picture of Hakka people corresponded to 
Broomhall’s. In the early twentieth century, the term of Hakka always referred to 
“excellent cultivators of soil” and “they are a frugal, thrifty, persevering race, and 
as farmers and laborers excel the Puntis.”48  In the beginning of the twentieth 
                                                          
45 E. J. Eitel, Europe in China: The History of Hong Kong from the Beginning to the Year 1882 (Hong 
Kong: Oxford, 1983) pp. 12-13, 131. 
46 Charles Piton, “On the Origin and History of the Hakkas”, The China Review, or Notes & Queries on 
the Far East, Vol. 2 No. 4, (1874), p.224; Charles Piton, “The Hia-k’ah in the Chekiang Province, and 
the Hakka in the Province”, The Chinese Recorder, January 1869, pp.218-220. 
47 Rudolph Lechler, “The Hakka Chinese”, Chinese Recorder and Missionary Journal, Sep-Oct, 1878, 
p.359. 
48 Marshall Broomhall, The Chinese Empire: A General & Missionary Survey (London: Morgan & Scott, 
1907), p.44.  
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century, as Huntington observed, the Canton natives had a fear of losing their job 
to the competent Hakkas, and so they described the Hakka as “a barbarous, 
degraded set of people, little better than bandits”.  However, the positive 
discourses on Hakka took the lead since the Hakka victory in the Textbook 
Controversy in 1920, which was an incident in which a textbook was published 
that referred to Hakka in a disparaging manner. J. Dyer and F. J. Wiens also 
portrayed Hakkas as “wide-awake and intelligent in character” in the urban 
areas.49   
 
In response to the reasons as to why Europeans produced a large amount of 
positive discourses about Hakka, an eminent Japanese Hakka historian Manabu 
Nakagawa (中川學) argues that the European powers had their own political 
considerations and motives to create positive images of Hakka. In his own words,  
“During the War of the Arrow, or the Second Opium War, in fear of united 
resistance by the Chinese people, the intruders found it very 
advantageous to foster and even to abet the antagonism between the 
Buntis and the Hakkas as the strife underwent its latter half. The 
Europeans seduced the Hakka people into accepting racial integration 
presupposing the superiority of the Han Chinese. They praised the 
already collapsed Hakkas as one of the “pure and genuine Han peoples”, 
and put the Chinese resistance in disunity, which had been merging the 
Chinese into an entity. Furthermore, they aggravated the hostility among 
the Han people and minority races in the highlands, with the theory of 
the Hakkas’ being nothing but pure Han people. In brief, they divided the 
energy of their victims.”50  
                                                          
49 Grace E. Wright, The identification of Hakka cultural markers (S.l.: Lulu.com, 2006), p.30.  
50 Manabu Nakagawa, Studies on the History of Hakkas: Reconsidered, in The Developing Economies 
Volume 13, Issue 2, June 1975, pp.208-209; Shao Ping 肖平, Hakkas: A Mysterious History of Eastern 
Race(Kejia Ren: Yige Dongfang Zhuqun De Yingmi lishi 客家人：一个东方族群的隐秘历史) 
(Chengdu: Tiandi Chunban She, 2013), pp.18,60; Hu Xizhuang 胡希張, Mo Rifen 莫日芬, Dong Li 董
勵 and Zhuang Weijin 張維耿, Lingnan Wenhu Bianji Weiyuanhui 嶺南文庫編輯委員會 and 
Guangdong Zhonghua Minzhu Wenhua Chujinhui 廣東中華民族文化促進會 ed. , Kejia Fenhua 客家
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Such a view has been cited very often in the scholarships of Chinese Hakka study. 
However, there is no direct and concrete evidence showed in Nakagawa’s work, 
in which he essentially relies on supposition in his argument. The most 
representative discourses on Hakka and Hakka women are produced by the 
missionaries who had stayed in Hakka communities for years. It strongly 
suggests that their writings on Hakka basically relied on their Chinese friends, 
informants and observations. Besides, in nineteenth-century China, it was very 
difficult for the Westerners to have access to women due to the strict gender 
proprieties.51 What they knew about Hakka women are most likely based on the 
male Hakka informants and limited observations in the field, which became the 
evidence to support the splendid images of Hakka women. The impacts of how 
western discourses raised hostility between Hakka and Punti were invalid due to 
the fact that only few Chinese could read English, and hence the Western views 
on Hakka were not really popular in Chinese society. That is the reason why the 
regarding of Hakka as Miao barbarians was still common in Chinese written 
records of the nineteenth century.  
 
In addition, the European missionaries were highly tempted by the Christian 
element of the Taiping Rebellion and believed in the prospect that it was a God-
given opportunity to Christianize the whole of China. Such a belief motivated 
them to support the establishment of the Taiping Heavenly Kingdom. Rev. 
Theodore Hamberg baptized one of the Taiping leaders, Hong Rengan and an 
active member of the Taiping force, Li Zhenggao (Li Tsin Kau, 李正高 ). He 
endeavored to help the Christian Taipings in that he published The Visions of 
Hung-Siu-tshuen for fund-raising to help Hong Rengan make a trip to the Capital 
                                                          
風華 (Guangzhou: Guangdong Renmin Chubanshe, 1997),p.163; Chen Zhiping 陳支平, Zhou 
Xuexiang 周雪香 ed., Huanan Kejia Zuqun Zhuixun Yu Wenhua Yinxiang 華南客家族群追尋與文化
印象 (Hefei : Huangshan Shushe, 2005),p. 12.  
51Ebrey Patricia, “Gender and Sinology: Shifting Western interpretations of footbinding, 1300-1890”, 
in Women and the family in Chinese history (New York: Routledge, 2002), p.216.  
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of the Taiping Kingdom, Nanjing.52 Rev. Gutzlaff instructed another Taiping head, 
Feng Yunshan on Bible study to strengthen the Christian foundation of the 
movement. Rev. James Legg offered a baptism to Hong Rengan’s brother, Hong 
Shipu (Hong Sy-poe 洪世甫) and worked with Hong Rengan in the Cantonese 
population. He requested the Taiping government open a road for the missionary 
to Nanjing. His request was eventually rejected, however.53 Although their faith 
in turning China into a Christian country was disillusioned in the end, it explains 
the reasons why they were so enthusiastic to approach Hakka and Taiping rebels, 
and produce discourses on them in the latter nineteenth century.   
 
With the Westerners’ participation in the writing of Hakka discourses, the 
Europeans created the term “Hakka” in English and exported quite positive 
images of Hakka in the Western world. Coinciding with the chief engagement of 
Hakka in the chaos of the mid-nineteenth century, the European missionaries 
offered the Hakka financial support and spiritual encouragement to fight in the 
Wars and Rebellion, although it turned out in the end to be a bitter failure. Hakka 
consciousness and the images of Hakka women during the battles with Puntis and 
Qing soldiers will be analyzed and will go further into the twentieth century to 
see the evolution of Hakka identity in Hong Kong in the next chapter.
                                                          
52 Vincent Y. C. Shih, The Taiping Ideology: Its Sources, Interpretations, and Influences (Seattle and 
London: University of Washington Press, 1967), p.314; Hamberg, The visions of Hung-Siu-tshuen, 
p.iii-v; Smith, “Notes on Friends and Relatives of Taiping Leaders”, pp.123-127.  
53 Smith, “Notes on Friends and Relatives of Taiping Leaders”, pp.117-134. 
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Chapter 2 
Becoming Visible: the Making of Hakka and Hakka Women in 
Hong Kong 
The mid-nineteenth century is a starting point for the growth of Hakka 
consciousness, when both the Chinese literati and foreign scholars paid attention 
to Hakka study in the Hakka-Punti Wars and the Taiping Rebellion. Hong Kong as 
a former British colony played a crucial role in the making of Hakka identity. Since 
Hong Kong came under the British rule, Hakka remained a major composition of 
the Hong Kong population. The colonists inherited the European concept of racial 
classification on different groups of people in Hong Kong and widely circulated 
the publications related to Hakka, which coherently constituted an 
understanding and imagination of Hakka in both the European and the Chinese 
world, relatively from the mid-nineteenth and twentieth century.   
 
The traditional social structure and the ethnic interactions in the New Territories 
have been a great interest to anthropologists and historians from the 1960s 
onward.1 Influenced in varying degree by Lo Hsiang-lin, scholars such as Xiao 
Guojian2 , Segawa Masahisa, and David Faure collected numerous land deeds, 
inscriptions, genealogical records, and so on for the study of the ethnic 
organization and lineage system. Xiao Guojian and Xiao Guojun charted the 
migration routes and waves of Hakka clans in Hong Kong, which embedded the 
history of Hakka clans into Hong Kong studies. 3  In a similar vein, Segawa 
Masahisa, based on the genealogical tables, tries to figure out the varied 
                                                          
1 Barbara E. Ward, Through Other Eyes: Essays in Understanding 'Conscious Models', Mostly in Hong 
Kong (Hong Kong: Chinese University Press, 1985); Hugh Baker, A Chinese Lineage Village: Sheung 
Shui (Stanford, California: Stanford University Press, 1968); Göran Aijmer, "Expansion and Extension 
in Hakka Society." Journal of the Hong Kong Branch of the Royal Asiatic Society, 7 (1967), pp.42-79. 
2 Xiao Guojian was one of the students of Lo Hsiang-lin. Under Lo’s influence, Xiao focused his 
research on the history of transportation of Hong Kong prior to the British rule and on ancient Hong 
Kong history.  
3 Xiao Guojun and Xiao Guojian, Zu pu yu Xianggang di fang shi yan jiu 族譜與香港地方史硏究 
(Xianggang: Xian chao shu shi, 1982). 
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migration history of the Punti and Hakka people. He specifically illustrated the 
process of how Hakka people of Yuen Long became rooted in the Punti sphere of 
influence through frequent battles. They achieved a peaceful settlement in the 
late 1950s. 4  David Faure studied the social organization of eastern New 
Territories and articulated that the Punti and Hakka people respectively formed 
their own market network and power system. When the British took over the 
New Territories in 1899, the Hakka clan in Sha Tau Kok reacted differently from 
the Punti clan in Sheung Shui. Faure suggested that it was because they were 
under separated power system. 5  Another prominent scholar, Patrick Hase 
analyzes the Hakka alliance as a political system in the New Territories, and he 
shows the ways of Hakka management of the local markets and interaction with 
outsiders under this system.6  
 
These scholars contributed considerably to the understanding of Hakka 
settlements in Hong Kong. Yet, the colonial impacts on the local Hakka 
consciousness and the questions of when and how Hakka women became 
ethnically significant remain unanswered. The present chapter will give an 
overview of the Hakka people of Hong Kong before the twentieth century and 
examine colonial land reform to see the socio-political impacts on Hakka and to 
what extent, the colonial enforced the identity of Hakka women. Whereas the 
boundaries between Hakka and Punti had been faded out under colonial rule, 
flocks of new Hakka immigrants to Hong Kong brought a new thrust to the 
making of Hakka identity and engendered the first Hakka Association established 
                                                          
4 Segawa Masahisa, Zokufu : Kanan Kanzoku no shūzoku, fusui, ijū 族譜 : 華南漢族の宗族・風水・
移住 (Chinese), Qian Hang translated (Shanghai: Shanghai shu dian chu ban she, 1999); Segawa 
Masahisa, Hakka: Kanan Kanzoku no esunishitī to sono kyōkai 客家 : 華南漢族のエスニシティ一と
その境界 (Chinese), Hironao Kawai and Jiang Na translated (Beijing : Shehui Kexue Wenxian 
Chubanshe, 2013). 
5 David Faure, The Structure of Chinese Rural Society: Lineage and Village in the Eastern New 
Territories (Hong Kong: Oxford University Press, 1986); David Faure, “An Exploratory Study of 
Pingshan, A Hakka Village Cluster to the East of Shenzhen”, Journal of the Hong Kong Branch of the 
Royal Asiatic Society 32 (1992), pp.180-92.  
6 Patrick Hase, “The Alliance of Ten: Settlement and Politics in Sha Tau Kok Area”, in Down to Earth: 
the Territorial Bond in South China, edited by David Faure and Helen F. Siu (Stanford, Calif.: Stanford 
University Press, 1995), pp.121-160; Patrick Hase, Eastern Peace: Sha Tau Kok Market in1925, 
Journal of the Hong Kong Branch of the Royal Asiatic Society, 33 (1993), pp.147-202. 
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in Hong Kong that heightened the visibility of Hakka women. Along with the rise 
of discourses on Hakka, the images of Hakka women rapidly emerged and had 
been gradually standardized regardless of the regional variations.  
 
2.1. Hakka People of Hong Kong before the Twentieth Century 
Hong Kong’s previous administrative region is Xin’an (Sanon/Hsin An District, 新
安縣 AD1573-1665, 1669-1841) County from the Late Ming to the Late Qing 
dynasty.7 The first wave of immigrants to Xin’an County was after the repeal of 
the Great Evacuation (Qianhai Lin 遷海令)8. The Qing court keenly encouraged 
people to open up cultivation in the desolate coastal areas and assigned them 
with “Guest” identity under the population census.9 As explained in the previous 
section, those who were “Guest People” were mostly Hakka speakers and that is 
why “Hakka” are often referred to as “Guest People”.  
 
Groups of Hakka speakers flowed to Xin’an County and inevitably competed with 
Punti in the imperial examinations. The dominant native elites successfully 
banned Hakka from using their Guest identity in the participation of the 
examination in 1768. It means that Hakka candidates could not apply for the 
examination in the place where they were currently living in, but had to go back 
to their native place to take the examination. Punti elites justified that this was to 
prevent the Hakka candidates from taking the examination in both Xin’an County 
and their native place. It is also said that the Punti were worried about the new 
comers (Hakka) who could scramble the eligible quota and threaten the Puntis’ 
                                                          
7 Yu-shek Cheng, The Changing New Territories (Bianqian Zhong De Xinjie 變遷中的新界) (Hong 
Kong: University Press, 1983), p.2.  
8 Kangxi Emperor in order to prevent the Ming loyalists able to wage rebellion, imposed an edict of 
Great Evacuation in Southern China in 1661. The Central Government cleared nearly all the coastal 
settlements until the Evacuation policy was repealed in 1669. 
9 Tien-fu Shih, “From ‘The Guest’ to the Hakka (1): ‘The Hakka’ under the Principle of Bon-Gwan in 
the Household Registration System in the History of China”, in Global Hakka Studies, Volume 1, Nov 
2013, pp.29-38; Kuojian Xiao 蕭國健, Social changes in the Hong Kong before and after the coastal 
evacuation in the early Ch'ing dynasty (Qingchu Qianhai Qianhuo Xianggang Zhi Shehui Bianqian 淸
初遷海前後香港之社會變遷) (Taipei: Taiwan Commercial Press, 1986), pp. 92-125. 
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advantages on the examination.10 Since the enforcement of the ban, Hakka gentry 
had constantly appealed for their rights to take the examination for many years. 
It was not until 1802 that Hakka candidates were allowed to take part in the 
examination in Xin’an County. 11  With the retracted ban, Hakka people 
undoubtedly achieved one more means for upward mobility but still remained a 
less influential group after the incorporation of the area into the Hong Kong 
British colony in 1842.  
 
From the perspective of population and settlement, Hakka were one of the major 
inhabitants in Xin’an and colonial Hong Kong throughout the nineteenth century. 
Rev. Mr. Krone, a missionary of the Rhenish Missionary Society arrived in South 
China in 1847. His work, A Notice of the Sanon District gave the most detailed 
information about the tradition of Chinese historiography in Xin’an in 1859. As 
he recorded, “the inhabitants of Sanon district are divided into the Pun-ti and 
Hak-ka; only a few speak the Mandarin or Hak-lo dialects.”12  A list of Sanon 
villages in 1807 illustrated the distribution of Hakka and Punti villages. There 
were 854 villages in total: Hakka were numbered at 275 villages while Punti 
dominated with 579 villages.13 The scale of Hakka villages were smaller than 
Punti’s, and they were small clusters of houses in contrast to the Punti villages 
which numbered from 10,000 to 30,000 residents. The Rev. Mr. Krone continued, 
“The Hak-kas dwell in the mountainous region of eastern and more inferior parts 
                                                          
10 Wing-hoi Chan, “The Hakka Discourses under the Enterprise of Chinese Nationalism: 
Transformations of Hakka Identity from the Perspective of Hong Kong ( Zuowei Zhingguo Guozhu 
Shiye De Kejia Yanshuo: Cong Xianggang Kan Jindai Kejia Wenhua Rentong Xingzi De Bianqian 作為
中國國族事業的客家言說：從香港看近代客家文化認同性質的變遷)”, in Hakka of Hong Kong 
(Xianggang Kejia 香港客家), Liu Yizhuang ed. (Guilin: Guangxi Shifan Daxue Chubanshe, 2005), p.24.  
11 Wing-hoi Chan, Hakka of Hong Kong (Xianggang Kejia 香港客家), pp.23-26. 
12 Rev. Mr. Krone, “A Notice of Sanon District”, Journal of the Hong Kong Branch of the Royal Asiatic 
Society Hong Kong Branch, Vol. 7 (1967), p.113. Rev Mr. Krone, based on the gazetteer of Xin’an 
County, provides information in English regarding the geography, history and the people of the 
Xin’an region.  
13 Rev. Mr. Krone, “A Notice of Sanon District”, p.113. In addition to Rev Mr. Krone’s article, Peter Ng 
introduces and analyzes the 1819 gazetteer of Xin’an County in a larger and more comprehensive 
scale. For the ethnic settlements in Xin’an County, the Guanfu Assistant Magistrate (官富巡檢) was 
in charge of 301 Punti and 194 Hakka villages in the areas. Peter Y.L. Ng, New Peace County: A 
Chinese Gazetteer of the Hong Kong Region (Hong Kong University Press, 1983), p.31. 
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of the district, and are hence nick-named by the Pun-tis ‘Ngai-lu” 崖佬 , or 
mountain-fellows’.”14 In terms of settlements, the Hakka was a group of people 
inferior to Punti.  
 
The coming of the British did not change the pattern of settlements among the 
peoples and the Punti were still a dominant group of people to the Hakka in the 
latter part of the nineteenth century. Taking Check Chu (present day Stanley) as 
an example, Rev. Issacher J. Roberts of the Hong Kong Mission reported on the 1st 
January 1843 that there were “Eight or ten hundred Chinese who are divided 
among the Canton, Kek [Hakka] and Teichau [Chiu Chow] dialects”.15 Moving to a 
more detailed account, in the suburbs of Check Chu, the statistics of families and 
shops is showed as below.  
 
 
Figure 1: The statistics of families and shops in the suburbs of Check Chu. Retrieved from James 
Hayes, “Hong Kong Island before 1841”, Journal of the Hong Kong Branch of the Royal Asiatic 
Society Hong Kong Branch, Vol. 24, 1984, p. 111. 
 
                                                          
14 Rev. Mr. Krone, “A Notice of Sanon District”, p.113.  
15 James Hayes, “Hong Kong Island before 1841”, Journal of the Hong Kong Branch of the Royal 
Asiatic Society Hong Kong Branch, Vol. 24, 1984, p. 111.  
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Hakkas remained the major composition of the inhabitants of Hong Kong but 
were still subordinate to the Punti. In addition, another of Roberts’ observations 
in Check Chu was that all sorts of women were having natural feet and worked in 
the fields. It suggests that being barefooted and hard-working in the fields were 
not a unique practice belonging to Hakka women.16  
 
No official document can be found to show that the colonial government did racial 
classification until the Convention for the Extension of Hong Kong Territory on 
9th June, 1898 was signed between China and Britain. However, Britain did not 
take over the New Territory on time by 1st July, 1898 because British knowledge 
on the land was very limited. Sir Stewart Lockhart was urgently appointed to 
conduct a report of the New Territories by October and submit it to the newly 
appointed Governor, Sir Henry Blake.17 Lockhart was a well-known sinologist 
and he was Registrar General and Colonial Secretary of Hong Kong at the time of 
the extension of the colony. He teamed up with a Chinese Administrative 
Secretary, two Chinese and a few colonial officials and soldiers to survey the 
history, geography, and landscape of the New Territory.18  
 
In Lockhart’s report, a section on inhabitants is included. As Lockhart reported: 
 
“The Hakkas, or ‘Strangers,’ as the term signifies, are supposed to be 
descended from the Mongols, and to have reached the southern 
provinces of China when the Mongol Dynasty was overthrown, about the 
middle of the 14th century. They are regarded by the Puntis as aliens, 
and speak a dialect quite distinct from Cantonese. The villages occupied 
by the Hakkas are 255 in number, containing a population of 36,070. As a 
                                                          
16 James Hayes, “Hong Kong Island before 1841”, p. 112.  
17 F. O. 881/7118, A letter from Colonial Office to Foreign Office on 23 June, 1989, P.153.  
18 C.O. 882/5, A letter from Mr Lockhart to Colonial Office on 8 October, 1989. 
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rule, their villages are inhabited solely by members of their own race, 
just as the Punti villages are inhabited only by Cantonese, though there 
are a few villages in which both races are represented. The Hakkas are a 
hardy and frugal race, and are generally found in the hill districts, their 
chief pursuits being agriculture and quarrying.” 19 
 
Regarding the interpretation of the term Hakka, their connection with the 
Mongols, their relations with Punti, their distribution in the region, and their 
characteristics, Lockhart’s introduction to Hakka is highly influenced by E. J. 
Eitel’s framework on ethnographical sketches in Canton, dividing peoples into 
three groups namely Puntis, Hakkas, and Tankas in Hong Kong. The origin and 
features of Hakka presented in the early official colonial documents were 
generally stereotyped from the missionary discourses.  Hong Kong being 
geographically a part of Guangdong province, its discourses about Hakka 
basically conformed to the study of Hakka in the province as a whole. Yet, the 
Hakka identity has been officially shaped and enforced by the colonial survey on 
the inhabitants of Hong Kong.  
 
A list of the name and population of each village of the New Territory was 
compiled by a Chinese, Mr. Ts’oi Yeuk-shan, and attached in the report. The New 
Territory was separated into seven administrative divisions. Mr. Ts’oi 
impressively surveyed the number of population and whether the people were 
Punti or Hakka in each village. The distribution of peoples could be apprehended 
at a glance, which was the information crucial for the colonial government to 
deploy its resources in legislation, staff, and public work. Such detailed surveying 
of the villages manifested that the colonial government was highly concerned 
about the scatter of Hakka-Punti in the New Territory. In fact, Hakka people also 
settled in Kowloon and Hong Kong Island but their population was relatively 
                                                          
19 Extracts from a Report by Mr. Stewart Lockhart on the Extension of the Colony of Hongkong, The 
Hong Kong Government Gazette, 8th April, 1899, p.543.  
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small and high in fluidity due to the political turmoil that was partly the reason 
why the colonial government did not conduct a survey on Hakka people before 
the Extension of New Territory. The history of the Hakka communities of 
Kowloon and Hong Kong were very fragmentary and mostly cannot be traced 
back. When talking about Hakka culture in Hong Kong, Hakka of New Territories 
preserved a comparatively comprehensive picture and became the 
representative of Hakka in Hong Kong.  
 
The colonial building of categories of different peoples was to confirm the 
legitimacy of the colonist and construct the relations between colonizers and 
colonized. 20   Lockhart’s report displayed the colonial authority and officially 
defined who the inhabitants of Hong Kong were. As a result, in the eyes of the 
colonial government, both Puntis and Hakkas equally turned to aboriginal 
inhabitants, which elevated Hakkas’ status in the society where Punti had long 
been dominant in the larger and fertile land of the colony. In addition to the 
increased equality between Punti and Hakka, the exercise of land registration 
was the key to change the pre-colonial social structure.    
 
2.2. Colonial Land Policy and the Rise of Hakka 
Land registration was the first task of the colonizer. When The Crown Rent Roll 
was prepared and The New Territories Land Court Ordinance was passed in 1899, 
the land ownership of the New Territory was transferred from the inhabitants to 
the Government and the inhabitants were only left to be entitled with the right of 
lessee.21 In accordance with The Crown Lands Resumption Ordinance of 1900, all 
the land of New Territory belongs to the Government and no private occupation 
                                                          
20 Martin Daunton and Rick Halpern, “Introduction: British identities, indigenous peoples and the 
empire” in Empire and Others: British encounters with indigenous peoples, 1600-1850 (London: ULC 
Press, 1999), p.10.  
21 “A Bill- The New Territories Land Court Ordinance”, The Hong Kong Government Gazette, 14th July, 
1900, pp.1082-1085. 
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is allowed without the approval issued either by the Government or Court.22 The 
vast areas of the New Territory were originally claimed to be owned by Puntis 
who consequently lost their authority over the land. The colonial government 
implemented land policy regardless of whether the people were Punti or Hakka, 
which equalized the social status between the two.  
 
Before British rule, the Qing Government did not have a clear and comprehensive 
land policy and the great clans only needed to pay very little on the registered 
land for tax. The right of residence and land use were mostly in the hands of great 
Punti clans who controlled the main pieces of land in the New Territory earlier 
than Hakka. When the new comers desired to settle down in Xin’an County (新安
縣), they only could have tenant right to rent the fields from the Punti landlord. 
With the arrival of colonial rule, the great Punti clans no longer enjoyed the 
privilege on the land.23 The dispute over the land rights in Tsang I Island (Tsing 
Yi Island) can show the case in point.  
 
An acting police magistrate of the land court, Henry Gompertz, reported that a 
great Punti clan in Kam Tin claimed their proprietorship of the whole island and 
every tenant was paying rent to them. Gompertz required the Tangs of Kam Tin 
to present the deed for land but they were only able to provide the deed dated in 
1788 for some 36.2 mau ( 亩 ). 24  Since the Tangs could not attach further 
certificates of 64.1 mau (亩) that they claimed, it came to an end that the Tang 
clan could collect annual rent no higher than 40 piculs within the land of 36.2 mau 
and their tenants were transformed from perpetual lessees to customary lessees. 
The rest of the island turned to be Crown land and the Government had the 
authority to collect land tax.25 To the Hakka tenants, it was not only the change of 
                                                          
22 The Hong Kong Government Gazette, 17th November, 1900, No. 61. Vol. XLVI, pp. 1658-1661.  
23 David Faure, The Structure of Chinese Rural Society: Lineage and Village in the Eastern New 
Territories (Hong Kong: Oxford University Press, 1986), pp. 38-40.  
24 The Hong Kong Government Gazette, 17th August, 1901, pp. 1401-1404.  
25 The Hong Kong Government Gazette, 17th August, 1901, p. 1404. 
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landlord from Punti clan to colonial government but also an elevation of status 
secured by law and being out of the control of the Punti clan.  
 
As the Puntis took over much of the land, they were the major force the 
Government was dealing with. An insight from the Secretary of the Governor, E. 
J. Eitel showed the colonial views on Punti and Hakka. “As a rule, the Puntis were 
more intelligent, active and cunning, and became the dominant race, whilst the 
Hakkas, good-natured, industrious and honest, served as hewers of wood and 
stone and drawers of water…… the Puntis as a rule were the enemies and the 
Hakka the friends, purveyors, commissariat and transport coolies of the 
foreigners,……”26  
 
Hakka people obviously had better relations with the government. The major 
resistant force was from Punti clans when the colonial government was taking 
over the New Territory. In 1898, while Lockhart was conducting the survey of the 
New Territory, he was confronted with attacks of rotten eggs waged by the Punti 
Tang clan of Kam Tin. Lockhart’s team was stopped at the gate of a walled village 
(Kat Hing Wai 吉慶圍). The leaders and gentry of the Tang clan also refused to 
meet him. Lockhart finally resorted to deploy two rifles and 75 colonial soldiers, 
and successfully broke in to the village.27  In March of 1898, the Tang clan of Kam 
Tin unified the Punti great clans and achieved an alliance with other clans in Kam 
Tin, Pat Heung, Ping Shan, Ha Tusen, Tsing Shan and so forth. They posted the 
“Notice of resistance to the British” (抗英揭貼) to gather the kinsmen whom were 
urged to bring with their fire-arms for training a stronger force against British 
troops.28 However, the clans’ force was defeated by the British army within two 
                                                          
26 E. J. Eitel, Europe in China [with an introduction by H.J. Lethbridge] (Hong Kong: Oxford University 
Press, 1983), p.132. 
27 Peter Wesley Smith, “The Kam Tin Gates”, Journal of Hong Kong Branch of the Royal Asiatic 
Society, vol. 13, 1971, pp. 41-47. 
28 Dispatches and Other Papers Relating to the Extension of Colony of Hong Kong, No. 82 Enclosure 
No. 1, 4th March, 1899.  The translation of “Notice of resistance to British” in English: “We hate the 
English barbarian who are about to enter our boundaries and take our land, and will cause us 
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days. After the battle, the Government swiftly built up police stations in Tai Po, 
Yuen Long, and Ping Shan to keep an eye on the Punti.29  
 
Taking land reform as a case study, divided rule on different ethnic groups was 
absent since the Government exercised the land policy regardless of the ethnicity. 
The unvaried enforcement on land registration not only obscured the boundary 
between Hakka and Punti but also cleared up the estrangement between them. 
They cooperated when they were commonly confronted with the exploitation by 
the Government.  Both Hakka and Punti had to pay for the price disparity if they 
would like to turn the land use from agricultural to residential. They hence allied 
with each other to establish an official organization representing the people of 
New Territories, the Heung Yee Kuk N. T. in 1926. Its aims were to “work and 
negotiate with the government to promote the welfare of the people of the New 
Territories”.30  
It was not rare for a Hakka to be the president of the Heung Yee Kuk. The founder 
and the first president of Heung Yee Kuk, N.T., Lee Chong-chong (李仲莊) and the 
vice president, Yeung Kwok-sui (楊國瑞) were Hakka whereas other committee 
members were from both Hakka and Punti clans over the New Territories. Lee 
served two terms as president, and led the JPs (Justice of the Peace) of the New 
Territories to request the government to grant official recognition to Heung Yee 
                                                          
endless evil. Day and night we fear the approaching danger. Certainly people are dissatisfied at this 
and have determined to resist the barbarians. If our fire-arms are not good, we shall be unable to 
oppose the enemy. So we have appointed an exercise-ground and gathered all together as patriots 
to drill with fire-arms. To encourage proficiency rewards will be given. On the one hand we shall be 
helping the Government; on the other we shall be saving ourselves from future trouble. Let all our 
friends and relatives bring their fire-arms to the ground and do what they can to extirpate the 
traitors. Our ancestors will be pleased, and so will our neighbours. This is our sincere wish. Practice 
takes place every day.  
29 Kwok-kin Siu, “An Exploration of British Taking over New Territory in 1899 (1899 年英人接收香港
新界地區事件探索), in Chi-pang Lau ed., Territory Extension: An Early Historical Exploration of 
British New Territories (展拓界址：英治新界早期歷史探索) (Hong Kong: Chunghwa Book, 2010), 
p.50. 
30 Victor Sit and Chi-man Kwong, The History of the Heung Yee Kuk, N.T.: from Concession Territory to 
One Country Two Systems (新界鄉議局史: 由租借地到一國兩制) (Hong Kong: Joint Publishing, 
2011), p.10. 
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Kuk and mediated the splits of the organization between 1957 and 1959.31 Pang 
Lok-san (彭樂三) and Lau Wong-fat (劉皇發) are also well-known examples of 
Hakkas serving as presidents of the Heung Yee Kuk.32 Attributed with the colonial 
land reform, Hakka upgraded their social status and gained much political power 
in the Heung Yee Kuk.   
 
In the process of the establishment of the Heung Yee Kuk, no matter which dialect 
and customs they were practicing, Hakka and Punti were united as “inhabitants 
of New Territory” to seek for the Government’s recognition of the Heung Yee Kuk. 
Hakka no longer were “new comers” or “Guest people” but were considered as 
equal to the Punti, referred to as “inhabitants”. The label of “inhabitants of New 
Territory” would be a more powerful symbol to negotiate with the Government 
than either the use of “Hakka” or “Punti”.33 Therefore, the identity of Hakka and 
Punti became insignificant, wherein they were united in a team to fight against 
the colonial government for their common interest. The ethnic demarcation was 
greatly erased with the consistent land reform under British rule.  
 
2.3. New Migration and Hakka Consciousness  
Different from the already-settled “old Hakka”, the “new Hakka” migrated to 
Hong Kong with relatively strong Hakka consciousness. 34  In spite of being a 
                                                          
31 Sit and Kwong, The History of the Heung Yee Kuk, N.T.: from Concession Territory to One Country 
Two Systems (新界鄉議局史: 由租借地到一國兩制), pp.113-114. 
32 Sit and Kwong, The History of the Heung Yee Kuk, N.T.: from Concession Territory to One Country 
Two Systems (新界鄉議局史: 由租借地到一國兩制), pp.113-127. 
33 Li-hua Chen, “The Construction of Hakka Identity: New Territories of Hong Kong and Liudui in 
Taiwan under Colonial Rules”, Journal of Gannan Normal University, No. 1, Feb 2011, p.5.  
34 To differentiate the early Hakka settlers and the new Hakka settlers, scholars like Yee-cheung Lau 
and Hsieh Jen calls the Hakka migrants in Hong Kong after 1949 as “new Hakka”. Lau Yee-cheung, “A 
Historical and Cultural Survey of Hakka Villages in Hong Kong: The Case of Shung Ching San Tsuen”, 
in the Fourth International Conference on Hakkaology: Hakka and Modern World, at Sinica Academia 
in Taipei, 4-7 Nov, 1998, pp.3-20; Jen Hsieh, “The Localization and its Meanings of Hong Kong Hakka 
Association 試論香港客家社團的本土化及其意義”, in Hakka Studies 客家學研究, Vol 3, 1993, 
pp.42-53. This thesis suggests that the distinction between old and new Hakka settlers emerged in 
Hong Kong in the early 20th century.   
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colony, Hong Kong had never disconnected with mainland China as the 
mainlanders ceaselessly migrated to Hong Kong. Since the latter half of the 
nineteenth century, the rapid change of politics in China and the influence of 
western ethnology engendered the growth of ethnic and national consciousness 
on one hand, but encouraged the dominant dialectic groups to discriminate the 
other groups of people through publications on the other. Those “new Hakka” 
who were equipped with a stronger Hakka consciousness in a foreign place like 
Hong Kong, actively reacted to the Cantonese discrimination on textbooks, and 
eventually established the first Hakka Association, the Tsung Tsin Association 
(TTA).35 The Hakka research conducted by the TTA made collective shared Hakka 
discourses between Hong Kong and the Mainland.   
 
A Cantonese scholar in a textbook of Guangdong Province defined Hakka as “not 
of Han racial stock” in 1905.36 Two years later, the editor of Guangdong Village 
Geography Textbook, Huang Jie (黃節), in the chapter on Races, excluded Hakka 
from the Han category and put Hakka on a par with Hoklo (福狫) and Tanka (Boat 
People 蜑家) in the category for foreign races.37 The stigmatization was not only 
in the Chinese world but also in English. A textbook by Roger D. Wolcott degraded 
the Hakka as “wild tribes and backward people” and “in the mountains are many 
wild tribes and backward people, such as Hakkas and Ikias” in 1920.38  
 
These inflammatory statements provoked extensive protests by the Hakka 
people all over China. The Hakka leaders of Hong Kong, Lai Jixi(賴際熙, 1865-
                                                          
35 Jen Hsieh, “The Localization and its Meanings of Hong Kong Hakka Association 試論香港客家社團
的本土化及其意義”, Hakka Studies 客家學研究, Vol 3 1993, p.42-45. 
36 S.T. Leong, “The Hakka Chinese of Lingnan: Ethnicity and Social Change in Modern Times”, in Ideal 
and Reality: Social and Political Change in Modern China, 1860-1949, edited by David Pong and 
Edmund S. K. Fung (Lanham: University Press of America, Inc., 1985), p. 308; Grace E. Wright, 
Identification of Hakka Cultural Markers (S.l. : Lulu.com, 2006), p.13.  
37 Huiwen Huang 黃晦聞, “Races 人種篇”, in Guangdong Village Geography Textbook 廣東鄉土地理
教科書 (Shanghai: Guoxue Baochunhui, 1907). 
38 Lo, Hejia Yanjiu Daolun, p.29.  
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1937), Liao Xinji (廖新基), Li Ruiqin (李瑞琴), Huang Maolin(黃茂林), and so 
forth, who relatively came from the Hakka regions, Zhengceng (增城), Huiyang 
(惠陽), Wuhua (五華)39 contacted the Hakka elites from different provinces, such 
as Beijing, Shanghai and Guangzhou. They assembled for a meeting on how to 
resist the offensive statements and form a Hakka association in Hong Kong. Over 
a thousand of Hakka representatives were gathered to the meeting in Guangzhou 
for discussion about the resolutions of the intrusive statements in the textbook.40 
Under the great pressure, the Commercial Press of Shanghai made an apology on 
newspaper and revised the textbook that the unrevised version will no longer be 
on the shelves.41 As of the author, Wolcott finally invalidated his statement and 
explained that he did not deliberately make the offensive description on Hakka 
people but took reference from Comprehensive Geography of the Chinese Empire 
and Dependencies published in 1908.42 It led to the establishment of the Tsung 
Tsin Association (香港崇正總會) and marked a victory for Hakka elites over the 
Textbook Controversy.  
 
The Tsung Tsin Association (TTA) in Hong Kong was founded by 37 Hakka elites 
in 1921. The association was initiated by 136 Hakka elites who drew a relatively 
complex administrative structure for the association.43 The founders of the TTA 
who were originated in Mainland China and mostly moved to Hong Kong after the 
revolution of 1911, were “New Hakka” in Hong Kong in the early twentieth 
century.44 In the founding meeting of the TTA, the attendees proposed Lai Jixi (賴
                                                          
39 No sources can be found to see where Huang Maolin 黃茂林 came from. 
40 The Chinese Mail 香港華字日報, 1921-03-29. The Hakka successfully forced Wolcott to retract the 
statement. Nicole Constable, Christian Souls and Chinese Spirits: A Hakka Community in Hong Kong 
(Berkeley: University of California Press, 1994), p.14.  
41 Zhehong Chen 陳澤泓, “Love the state and hometown: Analysis on the Textbook by Huang Jie 愛
國未有不愛鄉——試析黃節編著廣東鄉土教科書”, Guangdong Shizhi 廣東史志, Vol. 2, 1999, 
p.54.  
42 Lo, Hejia Yanjiu Daolun (客家研究導論) ,p.29. 
43 Ri-zhao Yang ed., “Fifty-year event of Tsung Tsin Association 崇正總會五十年大事記”, in 
Xianggang Chongzheng Zonghui Jinxi Jinian Tekan (香港崇正總會金禧紀念特刊) (Hong Kong: Hong 
Kong Tsung Tsin Association Press, 1971), pp.1-4. 
44 Lo, Hsiang-lin ed., Chong zheng zong hui san shi zhou nian ji nian te kan 崇正總會三十周年紀念特
刊 (Hong Kong: Xianggang chong zheng zong hui, 1950), p.3.  
51 
 
際熙) to be the head of the association. Lai was an outstanding candidate (進士) 
in the imperial examination and a scholar in the late Qing who had worked in the 
Hanlin Academy (Imperial Academic Institution (翰林院) in 1903. After the 
Revolution of 1911, he came with a group of scholars and attempted to promote 
Chinese culture in Hong Kong. In the colonial high educational institute, the 
University of Hong Kong, there was no Chinese department. Lai initiated and led 
Chinese education in the University for many years.45  
 
Lai Jixi endeavored to pursue the genealogical records of Hakka and the Hakka 
county Annal. 46 He edited the County Annals of Chexi (赤溪) and Zengcheng (增
城). In the County Annals of Chexi of 1920, he glorified the death of Hakka as 
martyrs in the Hakka-Punti wars while the Cantonese called them as “Hakka thief” 
(客賊，客匪). Hakka people gradually grasped their authority of speech in 
Guangdong province. Going beyond the region of Guangdong, Lai edited the 
Tsung Tsin Fellows’ Genealogical book (Tsung Tsin Tongren Xipu 崇正同人系譜) 
which was going beyond the territories to illustrate the distinctiveness among 
Hakka and other groups of people and generate Hakka consciousness. His 
capability brought him to the position of the head of the TTA for six terms and 
helped generate Hakka consciousness at its peak in the 1920s.  
 
In fact, the initial name of the association was the Tsung Tsin Commercial 
Association in 1921. It suggests those Hakka sojourners who went to Hong Kong 
were mostly engaged in the field of commerce and realized the demand to gather 
the Hakka merchants for their common interests. The Association was vigorous 
taking in around 8,000 members and collecting 40,000 HK dollars at the 
                                                          
45 Jin Fong 方駿, Days of Lai Jixiin University of Hong Kong (Lai Jixi De Gangda Suiyue 賴際熙的港大
歲月), Journal of East Asia Chinese Study, Vol.3 2012, pp.282-283. 
46 Jin Fong, Days of Lai Jixi in University of Hong Kong, p.282. 
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beginning.47 While people were new comers to the Cantonese-dominated society, 
they had good reasons to join in the association in the name of being Hakka. To 
draw more membership from various occupations, it was later renamed as the 
Tsung Tsin Association in 1926.48 That was appealing to the Hakka public, and 
socially and culturally functioned as a unifier. The association pioneered the 
unification of Hakka through advocacy of Hakka culture in Hong Kong while the 
colonial government obscured the cultural boundary among ethnic groups.  
The Tsung Tsin Association represented the new Hakka migrants and the urban 
Hakka who were active in industrial and commercial sectors, as the founders and 
the members were mostly businessmen and workers. The association, originally 
known as Lüguang Chongzheng Gongshang Zonghui 旅港崇正工商總會,  was located 
on Hong Kong Island, first on Wing Lok Street in Sheung Wan and moved to the 
Happy Valley in Wan Chai after 1930.49 Whereas the Hakka of Tsung Tsin Association 
were associated with industry and commerce and were regarded as urban Hakka, the 
Hakka of the New Territories were engaged in agriculture and stonecutting according to 
Lockhart’s report on the New Territories and other missionary writings.50 But we should 
note that the so-called urban and rural Hakka were not completely isolated from each 
other, as some of the Hakka in the New Territories joined in the Tsung Tsin Association 
as members. In addition, the educational activities of the Tsung Tsin Association later 
spread to Fan Ling, Tai Po, and Tsuen Wan. The students of the schools sponsored by the 
association in the New Territories were mostly members of the Association.51 Thus, the 
line between urban Hakka and rural Hakka began to blur. 
 
                                                          
47 J. Hsieh, “The Localization and its Meanings of Hong Kong Hakka Association 試論香港客家社團的
本土化及其意義”, Hakka Studies 客家學研究, Vol 3 1993, p.44.  
48 Lo Hsiang-lin, “The History of developing Hong Kong Tsung Tsin Association”, in Thirty Years of 
Tsung Tsin Association (Xianggang chong zheng zong hui san shi zhou nian ji nian te kan 香港崇正總
會三十週年紀念特刊) (Hong Kong: Hong Kong Tsung Tsin Association Press, 1950), p.6. 
49 Lo Hsiang-lin ed., “The History of developing Tsung Tsin Association 香港祟正總會發展史” in 
Thirty Years of Tsung Tsin Association 祟正總會三十週年紀念特刊 (Hong Kong: Tsung Tsin 
Association, 1950), pp.1-4.  
50 Extracts from a Report by Mr. Stewart Lockhart on the Extension of the Colony of Hongkong, The 
Hong Kong Government Gazette, 8th April, 1899; Rudolph Lechler, “The Hakka Chinese”, Chinese 
Recorder and Missionary Journal, Sep-Oct, 1878, pp. 352-359.  
51 Lo, “The History of developing Tsung Tsin Association 香港祟正總會發展史”, pp. 8-9. 
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For nearly a century, from 1921 to the present day, the Tsung Tsin Association 
has witnessed the ups and downs of Hakka consciousness in Hong Kong. The rise 
of Hakka consciousness in Hong Kong was directly linked with an increasing 
power of Hakka in the politics of Guangdong Province. The establishment of the 
TTA was driven by a series of textbook controversies that categorized Hakka as 
foreigners and barbarians. The TTA hence urged Chinese Hakka scholars to work 
on the origin of Hakka in order to clear the stigmas commonly attached to 
representations of Hakka. An eminent Chinese Hakka historian, Lo Hsiang-lin 
pioneered Hakka studies in the Chinese world and drew many Chinese scholars 
into working on the history of Hakka. Certain cultural traits have been selected 
to represent Hakka culture, which has led to the creation of stereotyped images 
of Hakka, and of Hakka women in particular.  
 
2.4. Lo Hsiang-lin and Hakka Study in Hong Kong 
Lo Hsiang-lin (羅香林, 1906-1978) was born and raised in Hingning (興寧) in 
northeast Guangdong Province, which is now regarded as the most 
representative Hakka city in China. He was a graduate from National Tsinghua 
University and Yenching University in history. When he was studying in National 
Tsinghua University, he was obsessed with the study of folk culture. In the mid-
1920s, he started to collect the scripts of Hakka mountain song and study the 
history of Hakka. As an active Hakka scholar in Guangdong Province, and 
especially in Hong Kong, he later participated in the Hakka research of the Tsung 
Tsin Association and laid a foundation of Hakka study in Chinese from 1933.52 In 
the early twentieth century, the Western publications became more accessible 
                                                          
52 Zhao Linyang 趙令揚, “A Biography of Hong Kong Historian, Lo Hsiang-lin (Xianggang Shixuejia: Luo 
Xianglin Jiaoshouzhuan 香港史學家：羅香林教授傳)”, in A History of Chinese Ethnology (Zhingguo 
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and more translations of Western learnings were available. The Chinese elites 
started to absorb the Western study on folk culture in order to come up with 
advanced ideas for the construction of new China. Lo was greatly inspired by the 
Western methodologies on the study of race, and so he attempted to apply a more 
“scientific” approach to testify to the origins of Hakka and included a certain 
amount of Westerners’ discourses on Hakka in his most influential book on Hakka 
study, An Introduction of the study of the Hakkas in Its Ethnic, Historical, and 
Cultural Aspects in 1933. 
 
The flow of knowledge from the Western world started with George Campbell in 
Lo Hisang-lin’s cognition. Campbell stayed in Meixian County 梅縣 of Guangdong 
Province at the turn of twentieth century.53 He studied the history of Hakka and 
analyzed the status quo of Hakka with details by his fieldwork while spreading 
the gospel there. Campbell spoke up for the Hakka and indicated Cantonese 
misunderstandings to Hakka. “More fearless and Self-reliant than town-dwellers, 
they have all the love of liberty which characterizes mountaineers more cleanly 
in person, however, than most Chinese… Many who speak with authority on 
Chinese subjects have made absurd mistakes about this numerous, intelligent, 
and enterprising race.”54 Lo cited much of his work to support the argument that 
Hakka was a group of people of high quality in his book.  
 
Another influential scholar to Lo Hsiang-lin’s academic development is Ellsworth 
Huntington, a professor at Yale University, who was greatly inspired by 
Campbell’s article, who further explained Hakka characteristics on the basis of 
social Darwinism. He deduced the Hakka were the fittest to survive in the new 
places since they had been through natural selection and the weaker ones had 
                                                          
53 Guofeng Qiu 邱國鋒, “Preface”, in Migration and Ethnicity in Chinese History: Hakkas, Pengmin 
and Their Neighbors (Chinese Version), Translated by Leng Jianbo and Zhou Yunshui (Beijing: Social 
Science Academic Press, 2013), 1.  
54 George Campbell, “Origin and Migration of the Hakkas”, Chinese Recorder and Missionary Journal, 
Aug 1912, p.474.  
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been sifted out in the long process of migration. Huntington quoted Mr. Spiker’s 
words, “The Hakkas are the cream of Chinese people.” 55  Such quotations 
frequently appear in Lo’s work and also various research and representations of 
Hakka, especially in the Hakka museums of Taiwan today.56 Lo even planned to 
be a student of Huntington in Yale University but the trip was cancelled due to 
unknown reasons.57 
 
Lo Hsiang-lin was under great influence of the Western “scientific” ethnology and 
suggested that as Han Chinese, “the Hakkas are people who are strong in national 
consciousness” and with an “unusual sense of loyalty.” 58  It is because the 
Northern alien tribes oppressed their forefathers, and they were forced to leave 
their home. Not many of them could survive under the extreme hardships during 
migrations and the Hakka survivors were the fittest ones but could not easily 
forget what they had been through. The hardships the Hakka have had in the past 
could very well be their source of patriotism.59  
 
The introduction of Western ethnology changed the ways of the interpretation of 
Hakka in China. How Chinese scholars identified “Hakka” was mainly based on 
the population census and linguistic traits in the sense of culture in the 
nineteenth century. Under the impacts of Western ethnology, Chinese Hakka 
scholars turned to study the physical appearance and biological conditions of 
Hakka in a more advanced “scientific” methodology, which was the prevalent 
research methodology in Chinese academia, especially in the subjects of history, 
sociology, and anthropology. Lo Hsiang-lin attempted to conduct medical 
testaments of blood and surveys of physical appearance of peoples in order to 
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illustrate the distinctions between Hakka and others in the sense of biology but 
it was suspended due to a lack of resources.60  
 
Lo Hsiang-lin gave a new explanation to the history of Hakka and increased 
recognition of Hakka identity in order to help the Hakka population achieve a 
higher status in politics. He achieved this. Apart from his efforts in academia, it is 
because Hakka expanded their influence after the revolution of 1911 that he 
owned political and cultural resources to conduct his research. He once worked 
for the government of Guangdong Province and had close relationships with 
Hakka politicians of the Kuomintang during the Nanjing decade.61  His special 
position served him well in providing huge support to promote his view on Hakka 
and successfully constructed the history and identity of Hakka in the twentieth 
century.62 Presumably having close relations with the Republican Government, 
Lo made use of the previous narratives on Hakka women to coordinate with the 
national discourse of “new womanhood”63 under the Republican rule. 
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2.5. Visibility of Hakka Women during the Rise of Hakka 
Consciousness 
The construction of the identity of Hakka women was intertwined with rebellions, 
reforms, revolution and the New Cultural Movement from the mid-nineteenth 
century to the early twentieth century. The chaos of the mid-nineteenth century 
gave a rise to Hakka people and shattered the dominance of the Cantonese. With 
the growth of Hakka consciousness, the images of Hakka women became more 
vibrant and standardized while the Chinese Hakka scholars learned Hakka 
narratives from the Western world and the voice for women’s liberation became 
more and more vociferous after the fall of the Qing Empire. The perception and 
understanding of women, in accordance with the popular literatures, was 
transformed from being the property of patriarchal society to being an individual 
of modern China.64 The models of Hakka women were publicized, promoted and 
propagated in newspapers and magazines, in order to fit into the national needs. 
The discourses about Hakka women from the mid-nineteenth century will be 
examined to see what kind of characteristics have been constructed and used for 
the building of ethnic pride and modern China.   
 
2.5.1. Hakka Women in the Chaotic China of the Nineteenth 
Century 
Hakka women were invisible in the first half of the nineteenth century. Along with 
the increased voice on Hakka since the mid-nineteenth century, the images of 
Hakka women have been constantly constructed in both Chinese and English 
discourses. The first narrative on Hakka women was originated in Xu Xuzeng (徐
旭曾，1751-1819)’s lecture notes of 1800. Xu was giving clues to differentiate 
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Hakka from Punti. The characteristics of Hakka women were constructed as 
below:  
“Hakka women practiced the vice of foot binding in the earlier period. 
They acknowledged the disadvantages of foot binding for the society and 
abandoned the practice since the chaos in the state. No matter whether 
the daughter came from the rich or poor family, foot binding was 
forbidden. The daughter is taught to be independent and a good 
housewife for the family. When the daughter gets married, she can 
manage all the stuff for the family by only herself from farming to feeding 
poultry, from fetching well water to collecting fuels, from cooking to 
needling. She also can take care of the elderly and educate the children 
very well. Their ability and intelligence are even superior to many men! 
The women in other places are incomparable! In addition, never will the 
Hakka women be prostitutes. It is not only because the education of 
etiquette and rites, but also because they are self-reliant and industrious 
enough to keep a living by themselves.”65  
The functions of Hakka women here are to represent the merits of Hakka and to 
display the superiority of Hakka in terms of physical strength and morality. 
Hakka women had to take care of all the work in the field and could not practice 
foot binding.66 Having natural feet was considered a symbol of backwardness 
when foot binding was a common practice and fashion from the Song dynasty 
onwards.67 It is inferred that in the eyes of the Cantonese, Hakka women were 
inferior to the Cantonese women which is also a reflection of the thinking 
“barbaric other and civilized us.” Xu used a comparative approach to show the 
prestige of being Hakka. Xu obviously considered himself as a Hakka and voiced 
for Hakka. Leong Sow-theng and a few other historians suggest that Xu is the 
spokesman for Hakka and his lecture is widely recognized as the first Hakka 
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declaration, and the symbol of the beginning of the formation of Hakka in a sense 
of ethnicity.68 Yet, such a statement seems overestimated while the authority of 
speech was still mostly in the hands of the Cantonese who always produced 
unfavorable literatures to Hakka. The written record of Xu’s lecture was not that 
influential as it was only collected in the genealogy of the Xu clan and was not 
widely circulated in Guangdong Province. The images of Hakka women were of 
course invisible in the early nineteenth century. 
 
Turning to the chaos of the mid-nineteenth century, the written records about 
the female fighters in the Taiping rebellion offer a glimpse of how people thought 
about Hakka women. It has been well proved that the Taiping Rebellion was 
initiated by a group of Hakka leaders who mobilized crowds of Hakka people into 
the Society of Worshipping God (拜上帝會).69 The Hakka dialect was the major 
and official medium to spread their ideas of Christianity and the Heavenly 
Kingdom that raised a consciousness of being Hakka. 70  Going along with the 
Hakka-Punti Wars, the Taiping Rebellion, and the Wars were interweaved in the 
Provinces of Guangxi and Guangdong. Most of Hakka who were defeated in the 
Hakka-Punti Wars went and sought refuge with the Society of God Worshipping, 
which became a new major force in the Heavenly Kingdom. 71  The frustrated 
Hakka brought their wives and daughters with them to join in the Taiping army.72  
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During the Taiping Rebellion, more than a hundred thousand women were called 
into the military and most of them were Hakka who shared a common dialect and 
culture in the army.73 They devoted so much for the rebellion. Hakka women took 
the duties with high importance, such as the safety of the Kings, the collection of 
confidential information from the enemies, maintaining the military order, 
medical service, and military supply. They were also brave and skillful in battle, 
which troubled the Qing officials. From a letter to Qing General, Xiangrong (向榮), 
Zheng Jigeng (張繼庚 , ?-1854) was a Qing official appointed to suppress the 
Taiping Army. He reported and suggested once the Qing troops break in to the 
Taiping area, the Guangxi women who are all brave and fierce, should all be killed. 
Since the Taiping Rebellion was mobilized through dialectic homogeneity, the 
Guangxi women of the Taiping Army have been inferred as Hakka women who 
engendered Zhang’s anger to the capability of Hakka women in warfare.74 
 
A well-known Taiping Female General, Su San-liang (蘇三娘, 1930-1854) who 
was born in Linshan County of Guangxi Province (廣西，靈山) and brought a 
military force of more than two thousand to join in the Taiping army, assisted 
Hong Xiuquan fighting in the battles. Her courage and capability in battle were 
demonstrated in the wars of Changsha (長沙), Wuhan (武漢) and Nanjing (南京) 
and achieved victories for the Kingdom. People were in awe of her leadership and 
fighting ability in the battles. 75  The Qing Zhuangyuan (狀元 , literally primus 
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graduate), Long Qi-Rui (龍啟瑞, 1814-1858) wrote a poem to glorify her august 
performance in wars. As the poem went:   
 
“Everyone came from East and West is competing to have a glimpse on 
Su San-liang.  
東家西家走且僵，路人爭看蘇三娘。  
She is the daughter of Lin Mountain with good fighting skill and is 
referred to as an athletic women among the thieves.  
靈山女兒好身手， 十載賊中稱健婦。 
Her arms have been through a hundred battles but never fall behind 
thousand people 
兩臂曾經百餘戰，一槍不落千人後”76  
 
In the view of Theodore Hamberg and Hong Rengan, she was a “female rebel chief 
of great valor.”77 The label of Su San-liang was indeed a Taiping rebel rather than 
Hakka woman during the prevalence of the poem. She was made and appeared 
as a Hakka woman in the contemporary discourses of the late twentieth century 
and early twentieth-first century when there was a boom of Hakka study.78   
 
Su San-liang was not the only outstanding woman in the Taiping forces, there 
were countless Hakka female figures offering meritorious service in the warfare, 
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for example, Hong Xuan-qiao (洪宣嬌), Fan San-liang (卞三娘) and Hu Jiu-mei (胡
九妹).79 They have all been recognized as Hakka in the present scholarship which 
previously praised Hakka women as industrious and capable to manage all the 
domestic matters for showing the superiority to other women but turning to the 
Taiping period, they were constructed with images of extraordinary courage and 
fighting capacity. 
 
In the latter part of the nineteenth century, a bunch of European colonists and 
missionaries wrote articles about Hakka and Hakka women, which were 
published in popular Western Journals like The Chinese Recorder and Missionary 
Journal. As introduced previously, E. J. Eitel was a German missionary who was a 
Colonial Secretary in the tenure of Sir John Pope Hennessey. When he worked on 
a series of articles on Hakka, he always singled out the features of Hakka women. 
Eitel made comparisons between Hakka and Punti women from the perspectives 
of customs, folklore and religion, which constructed rather prominent images of 
Hakka women. He wrote:  
 
“Comparing therefore the position of women among all three races 
(Hakka, Punti and Hoklo) the Hakkas would seem to deserve the palm in 
this respect, as the position of a Hakka woman is certainly more natural 
and healthy, and more facilities for the realization of a happy family 
life …”80  
 
The missionary, Charles Piton made not much difference from Eitel’s view on 
Hakka women but stressed Hakka ladies in Hong Kong.  “In Hongkong one may 
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very often see scores of robust Hakka women carrying their loads of earth or sand 
with ease and grace. Punti women are usually not able to do that.” The capable 
image of Hakka women is further strengthened a few years after. A German 
Missionary by the name of Rudolf Lechler observed in 1878 that “high and low of 
the [Hakka] female sex preserve their natural feet, which gives them a very 
different standing in society… You meet them [Hakka women] carrying heavy 
loads which you would rather wish to see put on men’s shoulders…” 81  The 
attributes of Hakka women were constructed as hard-working and strong, which 
became advantageous to Hakka women in the labor market and showed the duty 
of Hakka women.  
 
2.5.2. Hakka Women in the Transformation of China 
Turning into the twentieth century, the previous existing images of Hakka women 
were propagated and interweaved with both the reformist and revolutionaries’ 
agenda on gender equality when there was an atmosphere of national crisis, 
thinking that the unequal gender system crippled the strengths of China and 
caused the enslavement by the colonial powers.82  The reformists such as Kang 
Youwei (1858-1927) and Liang Qichao (1873-1929) urged the abolition of 
footbinding and advocated the practice of female education in the Hundred Day’s 
Reform, which ended up with rather a failure. 83  It was not until the Boxer 
Rebellion of 1900 that the Qing court was to become more determined to make 
changes. The Empress Dowager Cixi (1835-1908) and the Emperor Guangxu 
(1871-1908) issued an edict to repeal the practice of footbinding and to start 
establishment of female education in every province at the end of 1900. 84 
However, little effect was achieved.  
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The demands of abolishing footbinding and female education continued in 
Republican China. The radical anti-Qing activists and intellectuals, including 
females themselves, advocated that to strengthen the nation, women should be 
more like men in the nationalist project while paradoxically women’s rights went 
second in the project.85 Sun Yat-sen brought up the idea of gender equality and 
encouraged women to be educated, independent and dedicated to public affairs.86 
On the basis of being schooled and self-reliant, new images of women were 
created to be modern, fashionable and sociable with people in the early twentieth 
century, which was mostly in the rhetoric rather than in reality. Under such 
circumstances, the features of Hakka women in previous writings were fitting 
into the nationalist advocates and widely employed to propagate the images of 
new womanhood, and also to justify the superiority of Hakka in the conflicts with 
Cantonese. 
 
In the textbook controversy, the features of Hakka women were used to justify 
the high civilization of Hakka. Zhong Dufo( 鍾 獨 佛 ) was inspired by the 
prominent Hakka scholar, Lin Da-quan (林達泉)’s Keshuo (客說) in his youth and 
grew up with Hakka consciousness. He was disturbed and angered by the 
offensive Cantonese statements on Hakka, which motivated him to work on the 
origin of Hakka and Punti. In his words, “Hakka women work every day of a year. 
Even though they spread to varied places, they persistently keep their own 
customs and willingly keep their natural feet. They never touch on the illicit 
industries but are capable in agriculture and industry while the male dominates 
in literati and commercial activities.”87  Characteristics of industriousness and 
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physical capability, and the gender role of Hakka women were enforced in the 
discourse. His article was published in the newspapers of Hong Kong, Shan Tou, 
Guangzhou and Beijing, where people were having disputes over the origin of 
Hakka in talks and textbooks. The characteristics of Hakka women played a 
supportive role in the argument that Hakka was (is) Han in origin and even more 
civilized than other Han people like Cantonese.  
 
Discourses on Hakka women increasingly appeared due to the rise of the political 
status of Hakka elites and the demands of new womanhood. S. T. Leong 
insightfully argues that Hakkas saw their devotion on the nationalist movement 
as “a means of achieving full acceptance and upward mobility within Chinese 
society.”88  No less than 50 members of the Tongmenghui in Toyko (東京同盟會) 
were from Hakka regions among the 112 in total.89 The Chinese Hakka scholars 
who mostly were on the side of Kuomintang, were inspired by the introduction 
of Western Ethnography to China and conducted a considerable amount of Hakka 
research. Lo Hsiang-lin was a typical example, and he was also a leading scholar 
of the Tsung Tsin Association in Hong Kong. The permanent honorary Chairman 
of the Tsung Tsin Association, Aw Boon Haw 胡文虎 (1882-1954) was a well-
known entrepreneur for introducing Tiger Balm and a renowned founder of 
several newspapers, including the Sing Dao Daily based in Hong Kong from 1938. 
He was born in Burma and the second generation of migrated Chinese from a 
Hakka region in Fujian.90 He was highly supportive of the Kuomintang and had 
financially contributed much to the Nationalists’ buildings of schools and 
universities in Fujian, Shanghai and Guangdong Provinces, and also to more than 
forty hospitals, particularly the one in Nanjing with the greatest scale.91  
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The Tsung Tsin Association enclosed an explicit political stance and Hakka 
discourses were unavoidably utilized in the political battle demands. Presumably 
being supportive to the Republican Government, the TTA took advantages of the 
previous narratives on Hakka women to coordinate with the national discourse 
of “new womanhood”.  
 
In the transition of China to a modern nation, Hakka women were always glorified 
as a paradigm of womanhood in the fast-changing society of the late Qing and 
Republican China. In the Republican period, a graduate of Yenching University, 
Hsieh Yu-ting who was a Hakka migrated from Hunan Province (湖南省) to 
Zhongshan (中山) of Guangdong Province, worked on the history of Hakka for his 
undergraduate dissertation of the degree of Bachelor of Arts. Hsieh wrote,  
 
“The women folk are strong and energetic, and have never adopted the 
foot-binding custom… There are no women who are as industrious as 
those of the Hakkas. Their girls are rarely sold as slaves or concubines; 
polygamy is not common mainly because of the poverty of the people.”92  
 
In the height of the national movement, both Hsieh Yu-ting and Lo Hsiang-lin 
were equipped with the nationalist view on womanhood and shared a resembling 
attitude towards Hakka women. Generating nationalism and ethnic pride among 
Hakka, Lo complimented Hakka women as the set of people with most 
industriousness and stamina, and most self-respect and independence. Lo 
commented that Hakka woman were the greatest contributor to the society and 
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nation, that they were the most honored and appreciated women.93 What they 
wrote about Hakka might be considered as “Hakka Chauvinist discourses”, in that 
they selected and generalized the Hakka virtues with the concept of race and 
personal patriotism. Lo Hsiang-lin has been various positions in Republican 
government and his political stance was explicitly supportive of the Kuomintang. 
Lo’s patriotic sentiments limited his objectivity on Hakka research and also 
simplified the category of peoples in dichotomy of Han and non-Han. Despite this, 
the rhetoric of Hakka women was popular and continuously produced in the rise 
of Hakka in politics and in the demand of nationalism in the 1930s.  
 
In the female magazines of the 1930s, there were few articles chiefly pertaining 
to Hakka women who were agreeably delineated as self-reliant, industrious, 
hygienic, having natural feet and highly productive in economic activities.94 The 
female magazine, funü gongming (婦女共鳴) was the major magazine founded by 
a group of female members of the Kuomintang in the movement of women’s 
liberation. The magazine mainly used the women’s language in the context of 
nationalism for women liberation.95 Funü Gongming published an article titled 
with “Worth noting Hakka ‘ladies’ in Guangdong Province” (值得注意的廣東客家
「女子」) in 1933. The article aimed to encourage people to learn the lifestyle 
from Hakka women in the time that the modern women increasingly pursued 
entertainment and a luxurious lifestyle. In the introduction of the article, Hakka 
women enjoyed independent selfhood and were offered with opportunities for 
the participation in public affairs since most of their husbands were overseas for 
work. They were empowered to solve the conflicts among the villagers and help 
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the founding of schools. Besides, with the absence of their husbands, they became 
the head of the family being responsible of the financial expenses, and they were 
highly productive and capable in the field. The author agreed that “if this kind of 
women were working in Soviet Union, they must help achieve the five-year plan! 
No exaggeration of this statement.” (若此等婦女在蘇俄，必為完成五年計劃之
健將！此言誠為不訛。)96  Even though Hakka women were the head of the 
family, they were being considerate and thoughtful to their husband in that they 
were highly capable to manage the family affairs very well.  
 
Furthermore, Hakka had relatively more freedom on marriage and the 
procedures for both getting married and divorced were simpler in the Hakka 
regions like Meixian (梅縣). As a result, they were more liberated from the 
Chinese traditional system of marriage and saved much money from the wedding 
rituals, which should be widely promoted in China in the view of the author. 
Nevertheless, the author, Xin Geng (心根) suggested that female education would 
be a danger to Hakka society which relied on female labor in the fields for 
agricultural production. Thus, the education for Hakka women should focus on 
the education for agriculture, which differed from the education for other 
common women.  It was to secure the rural economy. Lastly, the life styles of 
Hakka women were actively working, highly hygienic, thrifty and simple. The 
article was all based on the author’s observations in Hakka regions over a few 
years, which illustrated the strengths of Hakka women and regarded it as a 
paradigm of womanhood for other typical modern women to learn from.97 
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Another article in the female magazine,  Nüzi Yuekan (女子月刊) also produced 
the similar discourses on Hakka women in 1936. The author, Qingshui (清水) 
praised the merits of Hakka women but denounced the urban women’s life style 
that only made waste from their luxury lives and no contribution to the nation. 
The urban women who relied on men to live were being called as “small-feet bitch” 
(小腳婆娘) in the article. The key problem of women lies in the economy in the 
national crisis. As long as the women could be independent and financially bear 
the family when the men went to battles, the nation would be saved.  
 
“Now the national calamity is at hand and approached to the last stage… 
What can we women do? We should learn from the livelihood and spirits 
of Hakka women being economically productive and thrifty… All the 
luxuries like having servants, corset, curly hair, foreign dress, and high 
heel should be abandoned. What is the utility of the cosmetics like 
fragrance and rouge? Only when all these evil habits which damages the 
national economy are buried in the deep hole and never exist again, will 
the real liberation come one day.”98 (現在已是國難臨頭，到了最後的階
段，欲求生存只有肉博一途可走了。我們婦女界的準備是什麼？效力是
什麼？我以為是應該效法「客家」婦女的「勤於生產」「儉於用財」的
可師可風的生活和精神⋯⋯家中何必僱姨娘，老媽子？束胸、曲髮、穿
洋服、高跟鞋幹嗎？香水，胭脂等化裝品，帶什麼用處？⋯⋯能把這些
足以敗德喪行，永自埋在深坑𥚃爬不出的且可影響國民經濟的惡德、壞
習，一掃而空，則可望真正的解放帶抬頭的一天。)  
 
Hakka women were promoted as a paradigm of womanhood in the atmosphere 
of national calamity and in the national demands on “women’s liberation”. The 
images of Hakka women were further stereotyped as unusually capable and 
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independent women who had more freedom in gender system and higher social 
status, and were able to devote themselves to their families and nation. The 
literatures of Hakka women projected an ideal model of Chinese women and 
showed their superiority over other Chinese women who were encouraged to 
learn from the merits of Hakka women as described. Most importantly, the 
pictures of Hakka women created in the discourses echoed to what the 
Republican government advocated for. Colonial Hong Kong was never 
disconnected from Mainland China and they more or less shared the collective 
discourses on Hakka women.  
 
From Hakka victory in “The Textbook Controversy” and the crucial participation 
of Hakka in the nationalist movement, it symbolized the rise of Hakka and the 
transformation of authority in Guangdong Province. Hong Kong as a colony gives 
a different path to the development of ethnic identity. The unvaried land policy 
was generally advantageous to Hakka people but weakened the ethnic 
consciousness. Attributed to the geographical and cultural proximity, the new 
immigrants who were “new Hakka” in Hong Kong, offered a new force to the 
making of Hakka identity. The new Hakka leaders and the establishment of the 
Tsung Tsin Association endeavored to the promotion of Hakka culture when 
Hakka elites like Lo Hsiang-lin increasingly generated power on the socio-
political stage in Guangdong Province. They grasped much political and cultural 
resources to voice out for Hakka and nationalists. Once they found that the 
characteristics of Hakka women were useful to produce pride of being Hakka and 
favorable to Republican policy, Hakka women would be always employed to help 
such construction. As a socio-political means, the identity of Hakka women will 
continue to be modified and standardized in the future. 
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Chapter 3 
Representations of Hakka Women in the Museums of Hong 
Kong 
Rarely can we see rural society and Hakka culture in today Hong Kong due to the 
rapid urbanization and development. Museums have become a regular and usual 
public space to see Hakka culture and it is doubtlessly an effective agent to 
propagate and strengthen the images of Hakka women with a huge audience base. 
The museums have proven to be popular among the local people and foreign 
visitors in accordance with the statistics of attendance. Taking HKMH as an 
example, its record of attendance amounted to 760,000 visitors in the year of 
2014/2015.1 It is highly representative to the making of Hakka women in Hong 
Kong. Hakka women are mainly represented in the permanent exhibition: The 
Hong Kong Story (HKS) of the Hong Kong Museum of History (HKMH), Sam Tung 
Uk Museum (STUM) and Law Uk Folk Museum (LUFM) which are established 
relatively in 1975, 1987 and 1990.  
 
                                                          
1 The number of visitors respectively amounted to 1,126,000 and 830,000 in the previous years of 
2012/2013 and 2013/2014. Besides, it closely cooperates with the educational institutions and 
organizes guided tours, talks, temporary exhibits and Inter-school Competition of Project Learning 
on Hong Kong's History and Culture for secondary schools. To build up a bigger audience base, 
HKMH offers free guided tours to groups of twenty or more, free admission on Wednesdays and 
relatively low admission fees on the other weekdays.  Much effort has been also paid to the 
education and extension services in order to attract more young students to visit the museum, which 
is inherited from the colonial practice on museums since the 1980s.  In addition to the educational 
function, HKMH has been highly ranked by the Hong Kong Tourism Board in both its printed 
materials and online website, inviting the visitors from different parts of the world to pay a visit to 
the museum.   
Statistics Report, Leisure and Cultural Service Department, last accessed on 1 April, 2016, 
http://www.lcsd.gov.hk/en/aboutlcsd/ppr/statistics/cultural.html#Museums; Activities, The Hong 
Kong Museum of History, Last accessed on 1 April, 2016 
http://hk.history.museum/en_US/web/mh/activities/school-programme.html; Plan your visit, The 
Hong Kong Museum of History, Last accessed on 1 April, 2016, 
http://hk.history.museum/en_US/web/mh/plan-your-visit/admission.html; Ching-Hin Ho, “The Hong 
Kong Museum of History: a challenge in a fast-changing city”, Museum International, Volume 40, 
Issue 3, January/December 1988, p. 149; Cultural and Heritage, The Hong Kong Tourism Board, last 
accessed on 1 April, 2016, http://www.discoverhongkong.com/eng/see-do/culture-
heritage/museums/history/museum-of-history.jsp.   
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Visitors generally believe in what they are told in a museum. A survey of the 
American Alliance of Museums shows people’s opinions on the reliability of 
museum presentation. The result is that museums are viewed as one of the most 
objective and trustworthy sources, with respondents even being inclined to 
believe in the “history” presented in museums more than books, teachers, and 
relatives.2 The museum is an authoritative institution to cooperate with the pre-
existing discourses and bestow meaning upon the objects. It establishes the 
scientific credibility of knowledge and discursive formations of museum’s 
presentation.3  Hong Kong museums are no exception of that and also largely 
utilize the existing discourses on Hakka women by both western and Chinese 
scholars. 
 
What the museum presents to the visitor is highly selective. The museum has 
been object-centered, taxonomic and gendered, which results in its selectivity 
and discursive complexity in its displays. 4  It is no longer a sound and valid 
argument to consider the museum as a neutral institution to illustrate the past. 
Borrowing words from Nick Prior, “it is revealed to be a vital institution in the 
formation of powerful ideologies, categories and identities, perpetuating 
dominant national myths or providing cultural cement for socio-political order.”5 
Even though the authoritative narratives by museums are comparatively 
convincing to general visitors, the museum presentation of the “truth” is 
problematized.6 The museum simply employs the idea of essentialism.7 It means 
                                                          
2 Museum Facts, The American Alliance of Museum, last accessed on 1 April, 2016, http://www.aam-
us.org/about-museums/museum-facts.  
3 Henrietta Lidchi, “Chapter 3: The Poetics and the Politics of Exhibiting Other Cultures”, in Stuart 
Hall ed., Representation: Cultural Representations and Signifying Practices (London: Sage in 
association with The Open University, 1997), p.198.  
4 Fiona McLean, “Museums and the Representation of Identity”, in Brian Graham and Peter Howard 
ed., The Ashgate Research Companion to Heritage and Identity (Burlington: Ashgate Pub. Co., 2008), 
pp.283-294. 
5 Nick Prior, Museums and modernity: art galleries and the making of modern culture (Oxford, UK; 
New York, NY: Berg, 2002), p.4. 
6 Donald Horne, The Great Museum: The Re-presentation of History (London: Pluto, 1984), pp.16-17.  
7 “It demands that sources, forms, style, language and symbol all derive from a supposedly 
homogeneous and unbroken tradition.” Salman Rushdie, “Commonwealth Literature Does Not 
Exist,” in Imaginary Homelands: Essays and Criticism, 1981-1991, London: Granta Books, 1991, p. 67. 
“Essentialism is most commonly understood as a belief in the real, true essence of things, the 
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that HKMH takes the existing accounts of Hakka study for granted and snubs the 
variations of regions and time on Hakka culture, rather than questioning the 
authenticity of their ways of life in the past. As a result, the representations of 
Hakka women in the museums are merely another selective discourse.   
 
The existing discourses on Hakka women were initially constructed by the 
western missionaries who were mostly the members of Basel Mission from 
Europe. They complimented Hakka women as a superior group of women being 
more independent, able-bodied and hardworking than the other Chinese women 
in English publications in the latter part of the nineteenth century. Later on, the 
Chinese Hakka elites adopted those complimentary discourses to generate 
justifications for the civilized origins of Hakka and the new womanhood in the 
republican China. The importance of Hakka women has always been highlighted 
in recent publications of Hakka study. The museums have selected dominant 
cultural circulations on characteristics of Hakka women to be the vital part of 
Hakka culture on display.   
 
Inheriting the collections from its previous guise as City Museum and Art Gallery, 
the representation of Hakka culture did not have a place in the museum before 
the 1990s, even though HKMH had its grand opening during the tenure of Sir 
Murray MacLehose in 1975. The Hakka-related display was not selected and put 
into HKMH until The Hong Kong Story opened to the public in 1991. The grand 
narrative of the colonial HKS emphasized the construction and development of 
the urban area of Hong Kong, as an achievement of the colonial government that 
enabled Hong Kong to evolve from a fishing village to a metropolitan city. In the 
                                                          
invariable and fixed properties which define the ‘whatness’ of a given entity … Importantly, 
essentialism is typically defined in opposition to difference … The opposition is a helpful one in that it 
reminds us that a complex system of cultural, social, psychical, and historical differences, and not a 
set of pre-existent human essences, position and constitute the subject. However, the binary 
articulation of essentialism and difference can also be restrictive, even obfuscating, in that it allows 
us to ignore or deny the differences within essentialism.” Diana Fuss, Essentially speaking: feminism, 
nature and difference, New York: Routledge, 1989, p.xi-xii.  
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section on ethnography, the exhibits of Hakka culture accordingly focused on the 
contribution of Hakka stonecutters who settled down in Hong Kong before 1841.8 
Hakka women remained invisible in the HKS of the colonial period. It was not 
until the new “Hong Kong Story” was revised and reopened at a triple scale of the 
museum in Tsim Sha Tsui in 2001 that the representations of Hakka women were 
to be displayed in the way of being extraordinarily vibrant and impressive. This 
is a critical element of Hakka culture in the Gallery 4: Folk Culture in Hong Kong 
of HKS today.  
 
When the museum plays such a powerful role with problematized approaches in 
formatting and formulating people’s understandings of Hakka folklore, a critical 
study of the representations of Hakka women in museums remains absent. The 
available sources on museum study of Hong Kong limited to the fragmentary 
writings of the curators and columnists, which only provide descriptive 
information and individual critiques without systematic analysis, let alone any 
specificity to the displays of Hakka women in the museums. In Gallery 4: Folk 
Culture in Hong Kong of the permanent exhibition: The Hong Kong Story, Hakka 
women are not the only ones selected to represent the ethnicity, as other women 
are displayed on behalf of Hoklo, Punti and Boat Dweller (Tanka). 9  The very 
research question comes to why women are always employed to represent 
certain groups of people and culture.  
 
A few feminist museologists argue that the women’s objects are to serve for the 
male gaze and to voice for male perspectives and achievements of history.10  One 
                                                          
8 Hong Kong Museum of History, Brief Guide to Hong Kong Museum of History (Hong Kong: Urban 
Council, 1991), p. 25.  
9 The boat dwellers are commonly known as Tanka in the previous scholarships, but the museums 
avoid the disrespectful term which connotes meanings of stigma.  
10 Edith Mayo, “Putting Women in Their Place: Methods and Sources for including Women's History 
in Museums and Historic Sites”, in Gail Lee Dubrow and Jennifer B. Goodman ed., Restoring 
Women's History through Historic Preservation (Baltimore: Johns Hopkins University Press, 2003), 
pp. 111-128; Iulia Hasdeu, “Imagining the Gypsy Woman”, Third Text, Vol. 22, Issue 3, pp. 347-357. 
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of the leading scholars on feminist museum study, Gaby Porter is the former 
curator at the UK National Museum of Photography, Film and Television and one 
of the founders of Women, Heritage and Museums that enabled her to acquire the 
insights of how museum makes sense with the displays. Based on the studies of 
several museums in Britain, she articulates that the representations of women 
are confined within the domestic domain and instead of being active subjects in 
text and artifact, they appear as objects in a passive voice.11 Joining in line with 
Porter’s argument, Tamer Katriel dwells on some museums in Israeli settlement 
and concludes that women in the museums are “misidentified”, “folklorized”, 
“marginalized” and “objectified”.12  
 
From a more sociologist view, Barbara Read focuses more on the educational 
function and authenticity of museum presentation and reveals that the historical 
representations have been greatly gendered. Sharing a similar view to Porter that 
the historical representations are nearly all about men, and that women only 
accidentally appear in the deeds of men, she further explains that it is because 
“they symbolize in Enlightenment discourse the very antithesis of history itself, 
which is seen in terms of progressive change ‘created’ by the masculine 
‘subject’.” 13  Their conclusions on women in displays are not completely 
applicable to the case of Hakka women’s representations in Hong Kong, but they 
built up a quite relevant framework to help understand the logic behind the 
scenes of the museum. The ideas of gender dualism and taxonomy, and object-
centered methodology are much emphasized in previous scholarship and they 
will be employed to analyze how Hakka women are represented in Hong Kong 
                                                          
11 Gaby Porter, “How are women represented in British history museums?” Museum (UNESCO, 
Paris), No. 171, Vol. XLIII, No. 3, 1991, pp.159-162; Gaby Porter, “Putting Your House in Order: 
Representations of Women and Domestic Life”, in Robert Lumley ed., The Museum Time Machine: 
Putting Cultures on Display (London: Rouledge, 1988), pp.102-122. 
12 Tamar Katriel, “Pioneering Women Revisited: Representations of Gender in Some Israeli 
Settlement Museums”, in Amy K. Levin ed., Gender, Sexuality and Museums: a Routledge Reader 
(New York: Routledge, 2010), pp.115-127. 
13 Barbara Read, “Historical Representation and the Gendered Battleground of the ‘Past’: A Study of 
the Canterbury Heritage Museum,” European Journal of Women's Studies, vol. 3 no. 2, May 1996, pp. 
115-130. 
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museums since the museum discourses are highly gendered and heavily rely on 
the availability of objects, and also on the principle of classification.   
  
In the displays of the museums, images of Hakka women were singled out to 
represent an essential part of Hakka culture, showing pictures and texts that she 
was working in the field, carrying heavy loads with a bamboo pole, dressing, 
wearing a Hakka hat, and cooking Hakka dumplings. It has projected the images 
of Hakka women and constructed the public perception towards Hakka women. 
The exhibitions of the Hong Kong Museum of History, Sam Tung Uk Museum and 
Law Uk Folk Museum will be the case studies in order to answer the following 
research questions: How the exhibits of Hakka women played a role in the grand 
narrative of The Hong Kong Story? How the museums make up with a timeless 
and static space to illustrate Hakka culture and women? Why the features of 
Hakka women are selected to be the representation of Hakka culture as a whole? 
What kind of images of Hakka women is constructed and reconstructed in 
displays? To what extent the representations of Hakka women in the museums 
truly represent Hakka women? How do the museums response to the evolution 
of Hakka culture in a fast-changing city like Hong Kong? This chapter aims to 
answer the raised research questions and spontaneously open discussion on 
broader issues such as the politics of display, gendered exhibition, and the 
relationship between common knowledge and museums’ presentation. 
 
3.1. From Colonial to Post-handover: the Development of Hong 
Kong Museum of History 
Considering the politics of display, the museums are inevitably selective to make 
certain cultures and peoples visible and others invisible. The museums may not 
truly present the artifacts based on the historical, cultural or humanistic 
significance but tell the “official” versions of history and reflect the political needs 
of the government. From the view of Benedict Anderson on museums, it is a space 
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enabling the government to present itself through imagining and reconstructing 
the “past”. The effect of museum functioning with the census and the map, such 
grid chiefly defines “that it was this, not that; it belonged here, not there. It was 
bounded, determinate, and therefore – in principle – countable.”14  Nick Prior 
suggests, “no longer is the museum deified as a neutral storehouse of 
civilization’s most cherished values, an object out of time and place whose history 
is adequately captured by ‘official’ accounts written within the institutions 
themselves.”15  
 
Recent work investigating the roles of museums in imperialist and patriarchal 
societies, the settings and displays of museums revealed: “more about the value 
systems of the colonizer than the colonized.” 16  Such a conclusion remains 
applicable to the Hong Kong Museum of History after the handover of 1997, 
which turned a colonial museum to a special administrative one. The 
representations of Hakka women have been placed in the HKS since 1991. A brief 
introduction to the HKMH is entailed before the analysis of the displays of Hakka 
women in the museum. 
 
The inception of museums was driven by the ideas of the Enlightenment and the 
prevalence of imperialism in the mid-nineteenth century. Britain was the pioneer 
in practicing museums.17 As a former British colony, it is not surprising that Hong 
Kong might inherit British culture, but from the perspective of museum 
development, it was considered as the “backwardness of this Colony” in the 
                                                          
14 Benedict Anderson, Imagined Communities: Reflections on the Origin and Spread of Nationalism 
(London; New York: Verso, 1983), p.184.  
15 Nick Prior, Museums and modernity: art galleries and the making of modern culture (Oxford, UK; 
New York, NY: Berg, 2002), p.4. 
16 Kam-yee Law, “The Red Line over European Colonialism: Comparison of the Macao Museum and 
Hong Kong Museum of History after Their Return to China”, International Journal of Heritage Studies, 
2014, Vol. 20, No.5, p.536. 
17 Geoffrey D. Lewis, “History of Museum”, Encyclopedia Britannica Online, accessed March 13, 2016, 
http://global.britannica.com/topic/history-of-museums-398827. 
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Report on a New Museum in Hong Kong of 1938.18 The first and only museum of 
Hong Kong was funded and operated by Western merchants and mainly collected 
the geological and mineralogical specimens in accordance with scientific 
classification in City Hall in the period between 1870 and 1933.19 Geoffrey Alton 
Craig Herklots of the Botanical and Forestry Department suggested that it was 
the time to remove the stigma and that the Hong Kong Museum at least should be 
advanced as with the Colombo Museum and Raffles Museum in Singapore.20  
 
Crossing over the border of the Shenzhen River, the China government upheld 
the idea of modernism and nationalism. The government spent much more on the 
establishment of museums and libraries with advanced European and American 
design and management in many cities of China. It became a concern for the 
colonial government and “an ample reason for the establishment of a museum 
which at least should be on a level with the standard attained in China.”21 The 
colonial government proposed the establishment of a new museum with funding 
of $54,000 by the Carnegie Corporation of New York in 1938.22 The proposed 
new museum of Hong Kong was not referred to a historical museum but to a 
museum of natural history. It was however suspended due to the European War 
of 1939.  
 
It was not until 1975, was the Hong Kong museum of History eventually 
established and led to a kind of “museum fever”, which saw museums springing 
up all over the city. As there were more urgent tasks for the colonial government 
                                                          
18 CO129/569/10, NO. 1/1938, Appendix I, Report on a New Museum in Hong Kong, Printed by 
Noronha & Company, Government Printer & Published, p.13. 
19 CO129/569/10, NO. 1/1938, Appendix I, Report on a New Museum in Hong Kong, Printed by 
Noronha & Company, Government Printer & Published, p.10; Solomon Bard, Voices from the past : 
Hong Kong, 1842-1918 (Hong Kong : Hong Kong University Press, 2002), p.158. 
20 CO129/569/10, NO. 1/1938, Appendix I, Report on a New Museum in Hong Kong, Printed by 
Noronha & Company, Government Printer & Published, pp. 8-13. 
21 CO129/569/10, NO. 1/1938, Report on a New Museum in Hong Kong, Printed by Noronha & 
Company, Government Printer & Published, p.9. 
22 CO129/569/10, NO. 1/1938, Appendix II, Report on a New Museum in Hong Kong, Printed by 
Noronha & Company, Government Printer & Published, p.14. 
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after Second World War, the establishment of a new museum was postponed for 
thirty years. Elizabeth Sinn’s research on cultural conservation in Hong Kong 
gave a light on the deferment of building a history museum. As the government 
was colonial in origin in the first place, unlike the national-level government, 
there was no political need or emotional attachment required to restore the past 
and the controversial history of how Britain acquired Hong Kong would 
embarrass the government. Its tendency of “letting the sleeping dog lie” is easily 
understood. Moreover, the lack of a sense of belonging and Hong Kong identity 
attributed by the alien rule and high demographic mobility offered the 
justification to the government not highly prioritizing cultural conservation. 
Finally, profit was the primary consideration to the capitalist government. The 
public spending was twice as low as that in Britain and Japan and the living 
quality among the Chinese population still remained relatively low, which made 
the building of a museum a luxury.23  
 
Even though it came to the establishment of the museum in 1975, it was small in 
its scale, only taking up 700m2 on the fourth floor of Star House, a commercial 
building in Kowloon and only 420m2 was opened to the public in 1975.24 It was 
proposed to “record and reflect these historical, social and cultural changes 
which mold modern Hong Kong.”25 The Chief Curator of the museum, Ho Ching-
Hin was responsible for the making of local history and ethnographical 
collections in the museum when it moved to a larger site, in two eighty-year-old 
white field barracks in Kowloon Park with an area of 520m2, which opened to the 
public in 1983.26 He offered the insights of processing the building of the museum. 
                                                          
23 Elizabeth Sinn, “Modernization without Tears: Attempts at Cultural Conservation in Hong Kong”, in 
The Struggle for Hong Kong’s Heritage – Narrative, Documents and Reminiscences of the Early Years 
(Hong Kong: William Meacham, 2015), p.163. 
24 Hong Kong museum of History, A Brief Guide of Hong Kong Museum of History (Hong Kong: Urban 
Council, 1991), p.3.  
25 Ching-Hin Ho, “The Hong Kong Museum of History: a challenge in a fast-changing city”, Museum 
International, Volume 40, Issue 3, January/December 1988, p. 141. 
26 Joseph Ting and Wai-lin Pang, Introduction to Hong Kong Museum of history, Hong Kong Museum 
of Coastal Defence, Lei Cheng Uk Han Tomb Museum and Law Uk Folk Museum, Hong Kong: Hong 
Kong Leisure and Cultural Services Department, 2006, p.3.  Ching-Hin Ho, “The Hong Kong Museum 
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The primary goal Ho and his staff needed to achieve was particularly to record 
“the tremendous evolution of Hong Kong since the Second World War, from an 
entrepot to an industrial city, and a modern commercial and financial center”, 27  
which still remains the most common understanding of Hong Kong’s history.  
 
The exhibition statement, Hong Kong was a city evolved from a fishing village to 
an international metropolis, which was the pivotal storyline of HKS exhibition 
and determined what to present and how to display. Things outside the storyline 
would be naturally neglected. Objects inside the storyline would utilize to show 
the development of Hong Kong from a barren rock to a modern business center. 
The collections were divided into four sections, including Archaeology, 
Ethnography, Local History and Natural History. Although Hakka people were a 
major constituent in Hong Kong society, Hakka culture was still not one of the 
focuses in the exhibits of Ethnography and Local History but the folk of fisherman 
or boat dweller and the genealogical history of the great clans. 28 It was only when 
the permanent exhibit of the Hong Kong Story was established in 1991, that the 
representations of Hakka entered the stage of the HKS exhibition to display part 
of the rural lives in the section called “New Territories Village Culture”.29 
 
Under the grand narrative of colonial development, the emphasis of Hakka 
representations was placed on the Hakka stonecutters who contributed to the 
colonial constructions for the city’s progress. Being categorized in “New 
Territories Village Culture”, Hakka was presented as one of the symbols of rural 
lives in the traditional Chinese society. Ren Hai suggests that the exhibits of the 
museum created an antithesis between urban and rural and Hong Kong was a 
synthesis of city and village. While the urban display was telling a story of the 
                                                          
of History: a challenge in a fast-changing city”, p. 143; Rubie S. Watson, “Tales of Two ‘Chinese’ 
history Museums: Taipei and Hong Kong”, Curator 41/3, September 1998, p.172. 
27 Ching-Hin Ho, “The Hong Kong Museum of History: a challenge in a fast-changing city”, p. 146.  
28 Ho, “The Hong Kong Museum of History: a challenge in a fast-changing city”, pp.144 -148. 
29 “Museum News”, in Museum Bulletin 7-9/91, Hong Kong Museum of History, Urban Council, p.2; 
Rubie S. Watson, “Tales of Two ‘Chinese’ history Museums: Taipei and Hong Kong”, p.173. 
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rapid progress of the city with colonial development, the display of rural culture 
connoted with the meanings of backwardness was referred to the days of Hong 
Kong prior to British rule. In other words, the representation of “rural” is to flatter 
the city’s luster in such contrast. In the exhibition of the HKS, a dichotomized 
narrative between urban and rural was respectively glued with progressiveness 
and backwardness and composed for Hong Kong Story. 
 
One of the missions of the museum was “to connect Hong Kong people with the 
world through enhancing their appreciation of the world history”. 30 How to posit 
Hong Kong in a worldwide vision of history? The implication was that if not 
European discoveries, Hong Kong would not have played a role in world 
history. 31  It is hardly surprising that the colonial government’s focus in the 
museum lay on their contribution to Hong Kong, but the question of how the 
museum categorized the Chinese ethnic groups is a curious one. The museum 
employed clothing as an ethnic marker with folk music and special lighting to 
identify the four Chinese ethnic groups. The museum would broadcast the folk 
songs with the sequence as Hakka, Tanka (Boat Dweller), Hoklo and Punti. When 
the song was played, the lighting would shed on the relevant ethnic exhibits and 
the other ethnic exhibits remained dimmed. Such auto setting, as Ren Hai 
suggests, was guiding the visitors into an imagined “rural village”. The visitors 
were told that Hong Kong was a synthesis of “village” and “city”.32  
 
When it came to the political transformation from colonial to national 
sovereignty, the Special Administrative Region of Hong Kong (SARHK) demanded 
another version of “Hong Kong History”. A member of the Urban Council stated 
                                                          
30 “Vision, Mission, and Value”, The Hong Kong Museum of History, 
http://hk.history.museum/en_US/web/mh/about-us/vision.html  
31 Ren Hai 任 海, “Kan De Banzheng: Zhanglancu Zhong De Xianggang 看的辯證: 展覽櫥中的香港”, 
In Hong Kong in Transition: the Continued Search for Identity and Order Edited by Liu Qinfeng and 
Kwan Siu-chun ( Hong Kong: Hong Kong Chinese University Press, 1998), pp.195-220. 
32 Ren Hai 任 海, “Kan De Banzheng: Zhanglancu Zhong De Xianggang 看的辯證: 展覽櫥中的香港”, 
p. 206. 
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in the debates, “There are two versions of history: the British version, and the 
Chinese version. Now that Hong Kong has been reunited with the motherland, we 
should adopt the Chinese version of history to show our gratitude.”33 In order to 
tell a more comprehensive history of Hong Kong, the pre-handover Urban Council 
scheduled a “master plan” for expansion of the museum in 1994 and proposed to 
be completed in the autumn of 1998.34 The opening of the new museum ran over 
schedule until 2001 due to the debates among the members of the Urban Council 
and demanded revision on the last section of the HKS, “Modern Metropolis and 
Return to China”.35   
 
The post-handover museum of History eventually opened to the public in August 
of 2001. Criticisms were widespread throughout the period from the preparation 
stage to the opening of the museum. The main criticisms were centered on the 
exhibits being too westernized and the deliberate neglect of the historical events 
like the 1967 riots and Tiananmen Square Incident of 1989. Complaints were 
made on the exhibits of the HKS designed by a Canadian Corporation, J.J. Andre 
Associates Ltd. The councilors insisted that the exhibits “were overly Western in 
their historical outlook” and the Urban Councilor Ringo Chiang Sai-cheng echoed 
to the major viewpoint of the council that the Canadian Corporation as “foreign 
company is not familiar with Chinese history.” 36  The council postponed the 
contracts with the Canadian firm and decided to strengthen the themes of the 
Opium War, Japanese Occupation, Revolution of 1911 and the “Return” to 
China.37 The strengthened parts of exhibition became a half of the exhibition, 
consisting four galleries.  A well-known local columnist, Chan Wan, heavily 
attacked the exhibition of the HKS as “an arrogant historical perspective to call 
                                                          
33 South China Morning Post, 28 May, 2000, p.4; Edward, Chapter 3: History, Culture and Politics of 
Identity in Hong Kong, p.70. 
34 Edward Vickers, Chapter 3: History, Culture and Politics of Identity in Hong Kong, in In Search of an 
Identity: The Politics of History as a School Subject in Hong Kong, 1960s-2002 (New York: Routledge, 
2003), p.69. 
35 Rubie S. Watson, “Tales of Two ‘Chinese’ history Museums: Taipei and Hong Kong”, p.173. 
36 Rubie S. Watson, “Tales of Two ‘Chinese’ history Museums: Taipei and Hong Kong”, pp.173-174. 
37 Supplement-Culture (副刊－文化), Hong Kong Economic Journal, 2001-08-30, P30.  
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the exhibition as ‘The’ Hong Kong Story” and described it as a “patriotic” version 
of the Hong Kong Story to please the Chinese Communist Party (CCP).38  
 
The debates and critics brought the Chief Curator, Dr. Joseph Ting, under great 
pressure. He clarified that the Canadian firm only took care of the exhibit design 
but not the content and display artifacts of the exhibition. Ting responded to the 
critic that there are multiple ways to learn more about the 1967 riots and 1989 
incident and that it is an easy job to search them in libraries and on the internet 
if the public is interested in them. He argued that one of the main purposes of the 
museum is to preserve our cultural heritage and promote our history and culture 
through reconstruction of the past with pictures and artifacts.39 Regarding the 
delayed opening in 2001, he recalled his memory: “Such decision (revision of the 
exhibition) called for another public tender and enormous administrative work. 
Otherwise, The Hong Kong Story should have opened at the end of 1999 or the 
beginning of 2000.” He insisted, “we are all Chinese anyway. Hong Kong Story  
therefore should be told by Hong Kong Chinese.”40 
 
The lives of Boat Dwellers (Tanka)41, Hoklo, Hakka and Punti, and the traditional 
Chinese customs are introduced in G4: “Folk Culture in Hong Kong”, the largest 
gallery of the museum whereas British profound influence on Hong Kong is 
downplayed to a few fragmentary pieces of display in Gallery 6. In the interview 
with Dr Ting, the reporter, Leung Kwun-lai indicated that other galleries are 
boring and less attractive when compared to the Folk Culture Gallery. Dr. Ting 
                                                          
38 Chan Wan 陳雲，”The exhibition of Hong Kong Stories 香港文物館的「香江舊事」展”, 
Supplement-Culture (副刊－文化), Hong Kong Economic Journal, 2002-08-14, P30. 
39 Joseph Ting 丁新豹, The exhibition of The Hong Kong Story 香港歷史博物館的《香港故事》展, 
Supplement-Culture (副刊－文化), Hong Kong Economic Journal, 2002-08-21, O32. 
40 “Hong Kong Chinese tell Hong Kong Story 香港中國人講香港故事”, Supplement-Culture (副刊
－文化), Hong Kong Economic Journal, 2001-08-30, P30. 
41 In the text of “Ethnic Groups in Hong Kong”, Tanka is the former term to call boat people and Punti 
refers to “local people”. 
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explained, “Ethnicity itself is interesting.”42 Other than being interesting, Rubie 
Watson and John Carroll have suggested that the exhibits of Folk Culture attempt 
to remind the visitors of their connections with Mainland China and shared “a 
common deep-rooted source”.43 It was also reflected in the speech of the first 
Chief Executive of Hong Kong, Tung Chee-hwa in October of 1997. “Being part of 
Southern China, Hong Kong’s social and economic developments were in step 
with Southern China in particular the Pearl River Estuary. For long they were part 
of the same administrative system and shared common traditions and folk 
culture.”44 The folk culture, as representations of the pre-colonial history of Hong 
Kong, was underlined to show the cultural richness and diversity of Hong Kong 
before the British arrival. 45  The representations of Hakka, as a result, are 
transformed from a symbol of backwardness in the agricultural society in the 
colonial period to a sign of Chinese cultural plurality and historical richness in the 
post-handover era.  
 
The artifacts and objects themselves are not inheriting meanings but are 
endowed by the active process of encoders and decoders. The theory of encoding 
and decoding was first introduced by the cultural theorist Stuart Hall in a 
television programme and later has gradually been applied to museum studies.46 
The museum encoders are message senders, and what they selectively draft for 
the display is mostly based on the dominant cultural circulations and their 
estimation to the visitors’ expectation.47 The decoders are the receivers of the 
messages, they “are not on the receiving end of message emanating from within 
                                                          
42 “Hong Kong Chinese tell Hong Kong Story 香港中國人講香港故事”, Supplement-Culture (副刊
－文化), Hong Kong Economic Journal, 2001-08-30, P30. 
43 Clarinet, 16 October 1997, cited in Rubie Watson, “Tales of Two ‘Chinese’ history Museums: Taipei 
and Hong Kong”, Curator, 41/3, September 1998, p.175; John Carroll, "Displaying and Selling History: 
Museums and Heritage Preservation in Post-Colonial Hong Kong," p.92. 
44 Carroll, "Displaying and Selling History: Museums and Heritage Preservation in Post-Colonial Hong 
Kong," p.92. 
45 Carroll, "Displaying and Selling History: Museums and Heritage Preservation in Post-Colonial Hong 
Kong," p.92. 
46 Stuart Hall, "Encoding / Decoding" in Culture, Media, Language: Working Papers in Cultural 
Studies, 1972–79, Hall, D. Hobson, A. Lowe, and P. Willis ed. (London: Hutchinson, 1980), pp. 128–
138. 
47 Bella Dicks, Heritage, Place and Community (Cardiff: University of Wales Press, 2000), p.149.  
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the exhibition, rather, these messages are constructed in their interaction with 
the texts.”48 The real communication between the encoder and decoder is that the 
decoders receive the messages which the encoders attempt to send through the 
display. The evaluation on how much messages the visitors received from the 
encoders is not yet able to be analyzed here due to the lack of appropriate 
approaches, methodology, and sources, and now it is not viable to gather and 
analyze the opinions of the visitors in a reliable fashion. But the messages of 
Hakka representations encoded by the museum are transformed from rather 
negative connotations of backwardness of rural culture in the colonial era to 
positive meanings of historical abundance in the post-colonial period.  
 
3.2. Confining and Defining Hakka Women in Display 
The representations of Hakka women are confined and defined with the 
taxonomic system and patriarchal historiography inherited by Hong Kong 
Museum of History. Taxonomy on ethnicity is based on the western discourses 
dated from the mid-nineteenth century. The western colonists and later the 
Chinese Hakka elites produced a series of cultural and ethnic markers in the 
aspects of genealogy, shared history, dialectic, folk song, clothing, and religion. 
The indicators of other ethnic groups were also constructed as such in the latter 
nineteenth century. The museum employed those identifiers of ethnicity to 
illustrate the uniqueness and specialties of each ethnic group, the actual 
truthfulness of which are very much in doubt.49  
 
                                                          
48 Dicks, Heritage, Place and Community, p.219. 
49 The “actual truthfulness” refers to a more diverse and complex reality of the ethnicities that 
different groups of people constantly interact, integrate, and interweave their cultural practices with 
the neighboring peoples. As a result, the ethnic characteristics can hardly be defined through the 
classification and object-oriented systems of the museum when the ethnicities are situational and 
interactional. Such ethnic complexity in the real world contrasts to the simplified museums’ 
presentation on different ethnic groups of Hong Kong and the exact constructed ethnic markers in 
the displays.  
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Apart from the ethnic classification, the gender roles in the Hong Kong Story, Sam 
Tung Uk Museum and Law Uk Folk Museum are highly dichotomized and hidden 
from historical representations. Feminist museologists like Gaby Porter and 
Barbara Read argue that history is presented from a male-centric perspective and 
women are marginalized in historical representations. 50  Gaby Porter further 
suggests that the classification system imbues the perception towards gender’ 
roles that the public and working spheres belong to men, while the private and 
domestic spheres relate to women.51 Gianna Pomata and Barbara Read point out 
that “since Victorian times, women’s lives have been seen as a topic for ‘private’ 
biography rather than ‘public’ history, the gendered public/private dichotomy 
itself being a construction that is historically and culturally specific.” 52  This 
scholarship to a certain extent is applicable to the case of Hakka women in Hong 
Kong museums. The representations of Hakka women are absent in the spectrum 
of history but they are not confined to the domestic sphere.  
 
The permanent exhibition of the Hong Kong Story consists of eight galleries, 
which are namely (1) The Natural Environment, (2) Prehistoric Hong Kong, (3) 
The Dynasties: From the Han to the Qing, (4) Folk Culture in Hong Kong, (5) The 
Opium Wars and the Cession of Hong Kong, (6) Birth and Early Growth of the City, 
(7) The Japanese Occupation, (8) Modern Metropolis and the Return to China.53 
The galleries are put into chronological order to introduce Hong Kong History 
from the Devonian Period 400 million years ago to the end of the return of the 
                                                          
50 Gaby Porter, “How are women represented in British history museums?” Museum (UNESCO, 
Paris), No. 171, Vol. XLIII, No. 3, 1991, pp.159-162; Barbara Read, “Historical Representation and the 
Gendered Battleground of the ‘Past’: A Study of the Canterbury Heritage Museum,” European 
Journal of Women's Studies, vol. 3 no. 2, May 1996, pp. 115-130; Edith Mayo, “Putting Women in 
Their Place: Methods and Sources for including Women's History in Museums and Historic Sites”, in 
Gail Lee Dubrow and Jennifer B. Goodman ed., Restoring Women's History through Historic 
Preservation (Baltimore: Johns Hopkins University Press, 2003), pp. 111-128; Iulia Hasdeu, 
“Imagining the Gypsy Woman”, Third Text, Vol. 22, Issue 3, pp. 347-357. 
51 Gaby Porter, “Gender bias: Representations of work in history museums”, Journal of Media & 
Cultural Studies, Volume 3, Issue 1, 1990, pp.70-83.  
52 Gianna Pomata, “History, Particular, Universal: On Reading Some Recent Women’s History 
Textbooks’”, Feminist Studies, 19 (1), pp.7-50; Read, Historical Representation and the Gendered 
Battleground of the ‘Past’: A Study of the Canterbury Heritage Museum, p.117. 
53 Guide Map of Hong Kong Museum of History, obtained on 20 March, 2016.  
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city to China. The Galleries (1) to (4) are located on the ground floor, which is the 
space of timelessness with static context before the beginning of modern history, 
while the other galleries on the upper floor present rapid changes through 
colonial development to the united sovereignty of China. The representations of 
folk culture in Gallery (4) are timeless and unchanging in origin and no variations 
of time and region are shown in the displays. The setting of time is unidirectional 
and unified in that a flow from the past to the present is conceived of in the same 
way in the museum, which is not universal, as anthropologists, sociologists and 
historians have revealed the differences of how societies perceive of time and 
that facilitates different perspectives on history in various ways.54  
 
The representations of Hakka women are positioned in the Gallery of Folk Culture 
in Hong Kong, but are not present in any other galleries of the museum, effectively 
confining women’s role to within folklore. The galleries on the upper floor 
present “history” with the progress and development of the city which is telling 
the male story on their wars and achievements but the display relating to women 
remains invisible in the spectrum of “history”. In contrast, the galleries of the 
lower floor exhibit a rather static background without any historical progress and 
social changes, which connote the meaning of being outdated and backwardness 
to today’s Hong Kong. In reality, Hakka women did play a role on the urban 
development of Hong Kong. They are usually depicted as construction workers 
and recorded in the documentaries and pictures available in the Public Record 
Office to show how they worked in the construction sites of Hong Kong in the 
past.55 Yet, when there was a demand to glorify the progress of Hong Kong under 
British rule, it was not the Hakka women but selectively the Hakka male 
stonecutters were highlighted in the exhibition of the Hong Kong Story. From the 
                                                          
54 Edmund Ronald Leach, Rethinking Anthropology (London: Athlone Press, 1971), pp.132-136; Read, 
Historical Representation and the Gendered Battleground of the ‘Past’: A Study of the Canterbury 
Heritage Museum, p.121. 
55 HKRS1500-1-40, “Hakka Women 客家婦女”, The Related Knowledge and Analysis 識析相關, 
Episode 20, 03.08.1985; HKRS365-1-36-1, $1 MILLION SELF-HELP SCHEMES - [HAKKA WOMEN AT 
WANG TOI SHAN VILLAGE AT WORK, 1960]; HKRS365-1-208-2, ANCIENT AND MODERN - A BRIDGE IS 
REBORN - [HAKKA WOMEN ASSISTING IN THE RECONSTRUCTION OF THE BRIDGE, 1966]. 
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colonial period to the post-handover one, women’s contribution to the progress 
of the city remains unseen in the museum. Since history is mostly about the male 
achievement and from his perspective, women’s representations never appear in 
the “history” galleries on the upper floor but are restricted in the spectrum of 
folklore. 
 
In the light of the interview conducted by an MPhil graduate at The Chinese 
University of Hong Kong (CUHK) with the former curator, Rosa Yau, the reason 
why the museum put the representations of Hakka women in the folklore gallery 
is briefly explained. She thinks that it is easier and more symmetric to simply 
introduce the ethnic groups themselves. It is too difficult for them to present the 
ethnic groups with the chronological order because the ethnic cultures are 
preserved till today carrying a long history. Besides, ethnic groups are under the 
discipline of Ethnography and therefore they categorize it into the Gallery 4: Folk 
Culture in Hong Kong.56 In the interview, Miss Yau suggests that the long history 
of the ethnic groups can hardly be compatible with the chronological 
presentation of historical progression and urban development in the city on the 
upper floor. The ethnic display thus is invisible in the “Hong Kong history”. Miss 
Yau’s explanation is actually bound with the existing scholarship and the 
categories. There is no systematic study of the relations between ethnic group 
and the historical development of Hong Kong. Even though the sources are 
available, they are mostly fragmentary and women’s roles are not mentioned.  
 
                                                          
56 Joe Hui, Hidden from History - Representation of Women in the Hong Kong Museum of History 
and the Search for Alternatives, MPhil thesis of The Chinese University, 2007.  
Interview with Ms.Yau, Curator (education and extension) 30/5/2005 in her office. The Hong Kong 
Museum of History, Tsim Sha Tsui. The original text is in Chinese as below:  
“因爲講民族嗰方面呢，好雖有個時代黎到講架。用比較 symmetric 講個民系本身、族群 ethnic 
group 做劃分會較容易交代。因爲個文化保留到而家，好難用一個 chronological order 去
present 佢，同埋 ethnic group 係屬於 ethnography，所以係 gallery 4, folk culture 度講囉。” 
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Hakka culture has been utilized to represent one of the major parts of agrarian 
society for decades and now fits into the storyline of HKS that Hong Kong was not 
only a barren rock for fishing but a well-developed society that practiced prolific 
industries in the pre-colonial period. The stereotype of Hakka being a farmer can 
be traced back to Sir Stewart Lockhart’s report on the extension of the colony in 
1898, in which he stated that “The Hakkas are a hardy and frugal race and 
generally found in hill districts, their chief pursuits being agriculture and 
quarrying.”57 The existing discourses constructed a series of ethnic markers from 
the aspects of distribution, clothing, occupation, food, housing and ritual, which 
has generated a public perception towards Hakka culture and women. Clear 
ethnic boundaries among the ethnic groups are created in the museum 
presentation. However, the boundaries between Hakka and other people have 
been faded out in today’s Hong Kong. The rapid disappearance of the rural 
landscape, customs and practice have led to a more homogenous society in terms 
of development after the Second World War. In the process of imagining rural life, 
the museums continue to emphasize and standardize the stereotypical images of 
Hakka which have been more and more unchallengeable discourses in the 
museums and real life, and which have become the principal ways in which 
people perceive and understand Hakka culture. With regards to scholarship, the 
boundaries among the ethnic groups have proven to be ambiguous and 
undefinable in various research. In perhaps the most prominent piece of research, 
Barth Fredrik has articulated that the ethnic boundaries are highly fluid and ever-
changing, in that the interactions between different groups of people are 
unceasingly in progress and the boundaries are demarcated in the process.58 
Barth’s theory in anthropology and ethnography has been greatly applied to 
different ethnic groups in certain regions. Regardless of the authenticity of the 
exhibition, the ethnic markers are constructed and strengthened.   
 
                                                          
57 “Report by Mr. Stewart Lockhart on the Extension of the Colony of Hong Kong”. The Hong Kong 
Government Gazette, 8th April, 1899. 
58 Fredrik Barth, “Introduction”, in Ethnic Groups and Boundaries: The Social Organization of Culture 
Difference (Oslo: Universitetsforlaget, 1969), pp.9-38. 
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Following the guide map offered by the museum, visitors are guided to see the 
exhibits in the order of Boat Dweller, Hoklo, Punti and Hakka in the Folklore 
Gallery. No explanation is provided as to the layout, setting and classification 
system of the museum. No discussion is offered of the ambiguity of the ethnic 
boundaries, interactions, and relations between the ethnic groups, and diversity 
and complexity of the society in the past. As Iulia Hasdeu has examined the Gypsy 
women in Romanian museums and Gaby Porter has analyzed women’s 
representations in British museums, very little space is given over to questioning 
about the designed setting and route of the Museum, and this is also the case with 
the exhibition of the Hong Kong Story. As Michel Foucault postulated, the 
museum was at the center of the generation of concrete homogenous images of a 
culture, by drawing together artifacts from among that culture and employing 
them in a generalized way to represent the whole. The artifacts chosen for display 
in the museum are those which already most resonate with the select public at 
whom the museum is targeted, which results in a further homogenization of the 
artifacts that are displayed, reflecting the general knowledge and attitude of the 
public who are being represented, or targeted.59  
 
                                                          
59 Michel Foucault, The Order of Things: An Archaeology of the Human Sciences (London: Tavistock 
Publications, 1970), pp.131-133; Sharon Macdonald ed., A companion to museum studies (Oxford: 
Blackwell, 2006), pp.24-29, 99-101. 
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Figure 2: The Banner of Four Ethnicities in Gallery 4: Folk Culture in Hong Kong, The Permanent 
Exhibition: The Hong Kong Story in The Hong Kong Museum of History, photo taken on 20 March 
2016. 
Foucault defines museums as heterotopias60  where “the idea of accumulating 
everything, of establishing a sort of general archive, the will to enclose in one 
place all times, all epochs, all forms, all tastes, the idea of constituting a place of 
all time that is itself outside of time and inaccessible to its ravages, the project of 
organizing in this a sort of perpetual and indefinite accumulation of time in an 
immobile place,…….”61 Foucauldian theory on museum is applicable to the Hakka 
exhibits that are gathered to display with timelessness and make it freeze-frame 
                                                          
60 It is “the real sites, all the other real sites that can be found within the culture, are simultaneously 
represented, contested, and inverted. Places of this kind are outside of all places, even though it may 
be possible to indicate their location in reality. Because these places are absolutely different from all 
the sites that they reflect and speak about, I shall call them, by way of contrast to utopias, 
heterotopias.” Michel Foucault, “Of Other Spaces: Utopias and Heterotopias” (“Des Espace Autres,” 
March 1967), Architecture, Mouvement, Continuité, no.5, October, 1984: 46–49; Translated by Jay 
Miskowiec in Diacritics 16, no. 1 (Spring, 1986): 22–27.  
61 Michel Foucault, “Of Other Spaces”, p.26; Tony Bennett, “Introduction”, The Birth of the Museum: 
History, Theory, Politics (London; New York: Routledge, 1995), p.1.  
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showing the accumulated discourses on Hakka, which the presentation became 
unquestionable in such heterotopia.  
 
Walking into the Folklore Gallery, the ethnicities of Hong Kong are divided into 
four ethnic groups. A set of showcases displaying the clothing and customs of 
these four ethnic groups laid out from the right to the left in the sequence of Boat 
Dweller, Hoklo, Punti and Hakka heaves in sight. Looking up a bit, the banners 
hanging on the wall are showing the four ethnic women with manifest and 
distinct customs that are displayed in the related showcases. The banners are 
illustrating the boat women with a bamboo hat, Hoklo women with a colorful 
tartan head cloth, Punti women with a richly embroidered headband and Hakka 
women with a head cloth with a patterned band.62 The images of ethnic women 
produced on the banner may not fit into the public perception and imagination of 
how they looked like. When I was giving a guest lecture, most of the students, 
including two Hakka women in the class, thought that the Punti woman on the 
banner was Hakka due to the dark color of clothing on her.63  
 
Tracing the sources of knowledge used in the museums, the voices of ordinary 
people are excluded. The messages of the museum are drafted by anonymous 
authors who have the power to make meanings for the objects through 
classification and re-classification of the collection. The decisions of what to 
illustrate and how to display are chiefly derived by a group of people like the 
curator, the Museum Expert Advisers and the Advisory Panel of the museum. The 
advisers “are appointed by the Director of Leisure and Culture Services for a 
period of two years to provide advice to the museums of the Leisure and Cultural 
Services Department on matters pertaining to the promotion of art, history, 
                                                          
62 Observation made in The Hong Kong Museum of History, on 20 March, 2016. 
63 Those students were mostly employees and retired people in the class of Intangible Heritage of 
Hong Kong at Open University. Lecture given on 9 March, 2016. 
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science and film, in particular, the acquisition of collection items”.64 However, the 
Advisers and the Advisory Panel are only comprised of the members from 
academia and different professions. The references they took are mostly from 
academic scholarship which helps to create an authoritative discourse for the 
museum.65  
 
In the West, there is a trend to increase the degree of democratization of the 
production process through inviting more representatives from communities 
that are being represented, and those encoding the representations are invited to 
give their opinions on the production of museum presentation.66 In the United 
States, museums have gradually included individuals representing different 
cultural groups in the Advisory Board to work closely with the museum on the 
matter of collections in recent decades.67 However, Hong Kong museums are still 
relatively backward in this aspect when comparing the museums with their 
European and American counterparts. The ways that the HKMH produce the 
exhibitions are exclusive to the local people and more importantly, the exhibition 
is an elite form of knowledge.  
 
As mentioned above, the museum inclines to adopt the existing discourses. 
According to the information offered by the Assistant Curator, Joseph Chow, the 
Museum took references from the publications of Myron Cohen, Elizabeth 
Johnson, Ye Chunsheng and others to categorize the ethnicity of Hong Kong into 
four groups.68  Yet, the sources suggested by the museum are not relevant to 
                                                          
64 Museum Expert Advisers (1 April 2014 to 31 March 2016), 
http://hk.history.museum/documents/54401/54591/Museum%2bExpert%2bAdvisers_English.pdf  
65 Intimated to the present author in an email from the Assistant Curator, Joseph Chow, of Hong 
Kong Museum of History, dated on 11 April, 2016. 
66 Fiona McLean, “Museums and the Representation of Identity”, p.289. 
67 Moria G. Simpson, Making Representations: Museums in the Post-Colonial Era, London: Routledge, 
1996, p.52.  
68 As told to the present author in email from the Assistant Curator, Joseph Chow, of Hong Kong 
Museum of History, dated on 11 April, 2016. The list of sources is used to categorize four ethnic 
groups of Hong Kong as follows: (1) Blake, Charles F. Ethnic Groups and Social Changes in a Chinese 
Market Town (Honolulu: University Press of Hawaii, 1981); (2) Cohen, Myron. "The Hakka or "Guest 
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explain how the concept of four ethnicities in Hong Kong emerged. David Faure 
pinpoints that the British classified Chinese population in accordance with their 
languages.69 Four dialects were found by the British to the classification of four 
ethnic groups. Xiao Guojian, a Hong Kong historian also divides Hong Kong 
ethnicity into four and contributes to the colonial building blocks of ethnicity.70 
 
Those scholars who worked on ethnography are very much influenced by the 
patriarchal historiography and are more interested in mentioning women’s 
outlook rather than men. Women from the male perspective of each ethnic group 
are represented and attached with certain clothing accessories, which make the 
display more visually appealing to the visitors and easier for the visitors to 
visualize and ‘reach’ the past that the museum has constructed.   
 
Attributed by the categorization of four ethnic groups, the folklore gallery is 
divided into four sections to introduce each one. Referring to the designed route, 
the representations of Boat Dwellers are showed in the first section. The most 
eye-catching exhibit is the replica of a fishing junk placed in the center of the 
Boat-dweller section. The museum invited the old junkmen from Shau Kei Wan 
and Aberdeen to reproduce the replica. Looking inside the junk, an effigy of a 
female boat dweller is sewing a quilt and the audio of saltwater song (Haam Shui 
Goh 鹹水歌) is playing around the junk. The audio guide introduces that the 
                                                          
People": Dialect as a Sociocultural Variable in Southeastern China", Ethnohistory, Vol.15 (1968); (3) 
Johnson, Elizabeth. Recording a Rich Heritage: Research on Hong Kong's "New Territories"(Hong 
Kong: Leisure and Culture Services Department, 2000); (4) Sparks, Douglas. "Interethnic interaction - 
a matter of definition: Ethnicity in a Housing Estate" Journal of the Hong Kong Branch of the Royal 
Asiatic Society,    Vol.169 (1976); (5) 葉春生：《嶺南民間文化》(廣州：廣東高等教育出版社，
2000 年) ; (6) 黃淑聘：《廣東族群與區域文化研究》(廣州：廣東高等教育出版社，1999 年). 
69 David Faure, “The Organization of Traditional Society”, in Hong Kong History, Culture and Society 
(Teaching and Learning Essays), ed. Liu Tik-sang, Cheung Siu-woo and Choi Chi-cheung (Hong Kong: 
South China Research Center of HKUST, 2001), pp.74-75. 
70 Xiao Guojian, Ancient History of Hong Kong (Hong Kong: Chunghwa Book, 1995), pp.10-15. 
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female boat dweller usually sang the songs at night for leisure and 
entertainment.71  
 
At the two sides of the section, the scenes of making shrimp sauce and paste and 
making salted fish are duplicated. The museum labels the boat dwellers with 
fishing industry and salted fish and shrimp sauce making, which is contradictory 
to the museum narratives themselves and not necessarily true in reality since 
people of other ethnicities were also involved in the industry.72 In the text board 
of “The Boat Dweller”, it states that “the boat dweller traditionally spent their 
entire live on boats and engaged in such marine-related trades as fishing... They 
carried out major boat repair, shop for necessities, sell their catch or dine in 
restaurants. When on shore, they were extremely careful not to get into trouble 
with the land inhabitants.”73 How did the boat dwellers make the salted fish and 
shrimp sauce if they spent most of the time on the boat and needed to avoid 
conflicts with the land inhabitants, meaning that not many activities were 
allowed on shore?  
 
Visitors will see the section of Hoklo who are introduced with the female 
costumes and the procedures of salt making next. The dragon-boat dance is one 
of the ceremonial practices of weddings that is the most attractive part of the 
section, simulacra of female Hoklo dancer with colorful clothing are positioned in 
the center. The museum reconstructs the scene of salt making as the whole 
background of the Hoklo section and attaches the salt-making industry to Hoklo 
with pictures of the salt field in Tai O. In fact, the production of salt is not solely 
belonging to Hoklo. Taking a counter example, there is an island inhabited by 
Hakka villagers nearby Sai Kung called Yim Tin Tsai Village, which literally means 
                                                          
71 “Boat Dweller”, Audio Guide of Hong Kong Museum of History, listened on 20 March, 2016. 
72Liu Tik-sang 廖迪生, Cheung Siu-woo 張兆和, Tai O 大澳 (Hong Kong: Joint Publishing HK, 2006). 
73 A Description of Way of Life of the Hoklo on the exhibit label, in Gallery 4: Folk Culture in Hong 
Kong, The Permanent Exhibition: The Hong Kong Story in The Hong Kong Museum of History, 
observation made on 20 March, 2016.  
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the village of salt field. The salt-making industry there began to decline in the 
1930s.74 The museum’s discourse of truth (its authenticity) has been challenged 
by a considerable amount of criticism and scholarship. As an “educational” 
museum, as the curator has emphasized75, Robert Hewison thinks that the “past” 
is supposed to be presented as accurately as possible but the way the museum 
presents history makes no authentic connection with the past.76 No matter what 
kinds of the scene that the museum displays, the setting, and the objects are 
arranged in a unified order with cleanliness and tidiness. The cultures not in the 
categories and out of the arranged order are excluded so that the complexity of 
reality is expunged.  
 
After the Hoklo section, there is a Punti ancestral hall reproduced on the opposite 
side of the Hoklo women dancers. The ectype of the ancestral hall is with a plaque 
hanging up at the top of the front door of the hall telling that it is the Punti Tang 
clan’s ancestral hall. Stepping into the hall, a text board introducing “The way of 
life of the Punti” is the first information the visitor will encounter. As introduced, 
the Punti respect very much to their ancestors and the ancestral hall is of the 
utmost of importance in the village.77 Inside the hall, the Poon Choi (Big Bowl 
Feast), the “lighting lantern” ceremony and the traditional marriage costumes are 
highlighted and displayed with related sounds. A few sets of marriage costumes 
are displayed in the major showcases. This relates to the availability of the objects 
                                                          
74 Wan Cheuk Ting, “Conversation of Cultural Landscape: A Case Study of Yim Tin Tsai”, in Catholic 
Religion in Yim Tim Tsai: the History of Sai Kung, Yim Tin Tsai in a Hundred Year, Louis Ha ed. (Hong 
Kong: Centre for Catholic Studies, the Chinese University of Hong Kong, 2010), p.38. Some of the 
passionate villagers, supported by the Catholic Church and generous donors, have rebuilt an 
experimental salt pan to allow visitors to experience the procedures of salt-making. See the leaflet of 
Sightseeing guide & Visitor information of Sai Kung, Yim Tin Tsai.  
75 Joseph Ting, “Museum and History Education”, in Education and Heritage: Historico-cultural 
Perspective, Leung Cho-Nga, Law Tin-yau ed. (Hong Kong: Hong Kong Education Publishing, 2011), 
pp.3-14.  
76 Robert Hewison, “Heritage: An Interpretation”, in Heritage Interpretation Vol. 1: The Natural and 
Built Environment, D. Uzzell ed. (London: Belhaven, 1992), pp.19-21. 
77 A Description of Way of Life of the Punti on the exhibit label, in Gallery 4: Folk Culture in Hong 
Kong, The Permanent Exhibition: The Hong Kong Story in The Hong Kong Museum of History, 
observation made on 20 March, 2016.  
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which are collected by the museum from ordinary people.78 Since the daily items 
would be used out in the past when there was a severe lack of material, only the 
symbolic, sentimental and ceremonial items of great value can survive through 
generations and some of them are available for the museum’s collection, which is 
less representative of everyday routines.79 The marriage costumes are mostly 
donated by the Punti women who were and are considered as wealthier people 
than other ethnic groups, which enabled them to keep more surplus items for 
display. It is unrepresentative of the ordinary people’s lives and rituals for 
marriage due to the limited availability of the objects.  
 
Figure 3: Typical Images of Hakka Women in Gallery 4: Folk Culture in Hong Kong, The Permanent 
Exhibition: The Hong Kong Story in The Hong Kong Museum of History, photo taken on 20 March 
2016. 
                                                          
78 As told to the present author in an email from the Assistant Curator, Joseph Chow of Hong Kong 
Museum of History, dated on 11 April, 2016. 
79 Porter, “Putting Your House in Order: Representations of Women and Domestic Life”, p.108. 
98 
 
 
The section of Hakka is arranged in the last section of the gallery. The first sight 
of the section is a scene of a rice farming field and a reconstruction of a traditional 
Hakka house which is reproduced with reference to Law Uk in a smaller scale. At 
the altar, the ancestral representatives of the Law clan are written in Chinese on 
a red paper with a few lines, which is put on the wall of the sitting room.80 The 
background focuses on the Hakka women working in the fields with long black 
gown and Hakka hat. Nearly all the exhibit boards of the section are showing 
Hakka women working in different occasions, giving implications that Hakka 
women were capably industrious and economically productive on working in the 
field. They were able to financially support and take care of the family. One of the 
exhibit boards is introducing the “Way of life of the Hakka People”81 attached 
with an image of a Hakka woman (see Fig 2). The setting of the picture was in a 
field as the caption tells that a Hakka woman was taking a rest after harvesting 
rice. It illustrates a scene of Hakka women publicly working rather than privately 
doing household work at home. Referring to the picture, the farming tool, rattan 
wrist cover and Hakka hat she was having portrays her diligence and underlines 
her contribution for agricultural production. A set of dark colored clothing shows 
the Hakka lifestyle of austerity and simplicity.  
 
In fact, being a pivotal marker of Hakka women, the large-fringe hat was not 
exclusively worn by Hakka women, who were also not restricted to only wearing 
the large-fringe hat. When they were fishing or working on construction sites, 
they would sometimes wear a bamboo-weaved hat which is now stereotyped as 
an ethnic marker of boat people. A few pictures illustrated by Elizabeth Johnson 
and Hugh Baker show that Punti women in Sheung Shui and Ping Shan also wore 
                                                          
80 Information from an on-duty staff member of the Museum, on 20 March, 2016. 
81 A Description of Way of Life of the Hakka People on the exhibit label, in Gallery 4: Folk Culture in 
Hong Kong, The Permanent Exhibition: The Hong Kong Story in The Hong Kong Museum of History, 
observation made on 4 June, 2015.  
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the large-fringe hat, and Hakka women would wear other kinds of hats. 82 
Unfortunately, starting from when and how the large-fringe hat became 
associated with the Hakka people remains unknown and is difficult to date. 
 
In addition to the picture, it was taken by a German photographer, Hedda 
Morrison who arrived at Hong Kong in 1946 and recorded documentary images 
of Hong Kong from 1946 to 1947.83 A series of Morrison’s work of Hong Kong was 
also published in the Hong Kong Annual Report of 1946. The Museum reproduces 
one of the images of Hakka women for display, which sees Hakka women through 
the eyes of a Westerner. Such image of a Hakka woman is regarded as very typical 
features of Hakka women by a group of culture preservers in Hong Kong today.84 
Whenever they have events and exhibitions about Hakka culture, they will 
introduce Hakka women with the picture.  
 
Similar to the representations of other ethnic groups, the museum labels Hakka 
with certain occupations, food, and architecture. It further strengthens the 
stereotype of Hakka women that they are farmers with a specific way of dressing. 
As the museum puts it, “in the past, Hong Kong’s Hakka people were 
predominantly farmers who were identified by their traditional clothing, a black 
or blue loose-fitting, pyjama-like set of work clothes known as shanfu (literally 
‘shirt and trouser’), worn by men and women alike.”85 The description of Hakka 
clothing fits into a set of traditional working clothing worn by Hakka women 
                                                          
82 Elizabeth Johnson, Recording a Rich Heritage: Research on Hong Kong’s “New Territories” (Hong 
Kong: the Leisure and Cultural Service Department, 2000), pp.37, 162-163, 201; Hugh Baker, A 
Chinese Lineage Village: Sheung Shui (London: Frank Cass, 1968), p.147.   
83 Edward Stokes, Hong Kong as It Was: Hedda Morrison's Photographs 1946-47 (Hong Kong: Hong 
Kong University Press, 2011), p.5. 
84 Interviews conducted with active promoters of Hakka culture and patterned band, Tsui Yuet Ching 
and Simon Go, on 21 January, 2016. Tsui Yuet Ching is an adviser of Hong Kong Heritage Museum 
and cultural researcher. Simon Go is the founder of Hulu Culture and has organized a few exhibits 
about Hakka culture. Once they organize or attend an event of Hakka culture, they will show such 
image to introduce Hakka women of the past to the public.  
85 A Description of Way of Life of the Hakka People on the exhibit label, in Gallery 4: Folk Culture in 
Hong Kong, The Permanent Exhibition: The Hong Kong Story in The Hong Kong Museum of History.  
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displayed in the showcase of the entrance of the gallery, which comprises a cool 
hat/Hakka hat, a shan (jacket), an apron, a pair of wrist covers and a pair of 
trousers. To further emphasize the ethnic marker from the clothing aspect, there 
are three Hakka hats hung and placed respectively in the sitting room and 
bedroom in the replica of traditional Hakka house. Most of the objects are 
associated with Hakka women but are divorced from their historical context of 
provenance and functions that they merely served as a Hakka indicator for the 
sake of visitors to identify Hakka among the ethnic groups of Hong Kong. To 
borrow Porter’s words, “women’s objects and culture do not ‘speak for 
themselves’, but are spoken for.”86  
 
As for the images shown in the section, Hakka women are much more vibrant and 
stand out far more than the Hakka men in the pictures, in that the Hakka men are 
not the focus of the images and are always dimmed. Hakka men are absented in 
the display while Hakka women are underlined with their efforts on working in 
the fields. “Traditionally, Hakka women took care of daily household chores as 
well as worked in the field. When they were not farming, they made mud bricks, 
tailored clothing, dyed cloth and did handicraft work.”87  
 
The pictures of Hakka women displayed in the exhibition are of the women 
carrying buckets on an alley down from the hilly residence in Tsuen Wan, farming 
in the fields and working in the rice-drying area in front of the house. Hakka 
women are actively working and keep busy all the time in the discourses of the 
museum. The characteristics of Hakka women are projected as physically strong, 
industrious and capable. The former curator, Miss Yau, explained that “the 
characteristic of Hakka women being hardworking is a very crucial feature to 
                                                          
86 Gaby Porter, “How are women represented in British history museums?”, p.160. 
87 A Description of Way of Life of the Hakka People on the exhibit label, in Gallery 4: Folk Culture in 
Hong Kong, The Permanent Exhibition: The Hong Kong Story in The Hong Kong Museum of History.  
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Hakka culture that is why we will highlight it.”88 The product of Hakka women’s 
representations and Miss Yau’s perception towards Hakka women stem from the 
dominant discourses on Hakka, and the museum never attempts to deconstruct 
the historiography of Hakka history and culture but takes the existing historical 
discourses for granted and inherits the Hakka narratives from the mid-19th 
century onward. The exhibits, as a result, further strengthen the stereotypical 
images of Hakka women in the 21st century.   
 
Unlike many cases of women’s representation in museums, Hakka women are 
always designed in a public and working sphere which is more than being visible. 
Comparing Hakka women with other ethnic women in displays, the female boat 
dweller and Hoklo are respectively restricted within domestic and ritual 
narratives, in that the boat women are only represented in the replica of junk 
doing sewing and Hoklo women are merely used to display the dragon-boat 
dance in a ceremonial wedding. Porter and other feminist scholars also conclude 
that the women’s representations rarely appear on display. Once they do, they 
are usually restricted to the domain of the household but are absented in work.89 
The representations of Hakka women are singled out to represent Hakka culture 
and going beyond household domain, which is an exceptional case from other 
women’s displays of Museums in Israel and Europe. While the female 
representations are blatantly exhibited in the folklore gallery, male 
representations are very limited, with only a set of clothing worn by Punti men 
                                                          
88 Joe Hui, “Hidden from History - Representation of Women in the Hong Kong Museum of History 
and the Search for Alternatives,” MPhil thesis of The Chinese University, 2007, p.58.  
Interview with Ms.Yau, Curator (education and extension) 30/5/2005 in her office. The Hong Kong 
Museum of History, Tsim Sha Tsui. The original text is in Chinese as below:  
因爲客家婦女既刻苦耐勞既精抻係客家文化好大既特質黎’所以會有提到。 
89 Iulia Hasdeu, “Imagining the Gypsy Woman”, pp. 347-357.Gaby Porter, “How are women 
represented in British history museums?” pp.159-162; Gaby Porter, “Putting Your House in Order: 
Representations of Women and Domestic Life”, pp.102-122. Tamar Katriel, “Pioneering Women 
Revisited: Representations of Gender in Some Israeli Settlement Museums”, pp.115-127. Barbara 
Read, Historical Representation and the Gendered Battleground of the ‘Past’: A Study of the 
Canterbury Heritage Museum, pp. 115-130. 
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and few pieces of the picture. The roles of man are thus under-represented, if not 
absent, in the timeless and static space of the museum gallery.  
 
3.3. Confined within the folklore: Law Uk Folk Museum and Sam 
Tung Uk Museum 
As it has clearly been seen that the representations of Hakka women are confined 
within the folklore in the HKS, the discourses of Hakka museums are highly 
consistent with those of the grand narrative of the HKS, but there are still 
different focal points underlined in the displays. Earlier than the HKS’s display of 
Hakka women in 2001, the Hakka folklore museums Sam Tung Uk Museum 
(STUM) and Law Uk Folk Museum (LUFM) respectively opened in 1987 and 1990. 
Sam Tung Uk is a typical Hakka walled village founded by the Chan clan in Tsuen 
Wan in the mid-eighteenth century. Thanks to its historical value and 
architectural significance, the colonial government took the suggestion of the 
Antiquities Advisory Board (AAB) and declared it as a monument in 1981.90 
Taking six years for its restoration and transformation into a museum, it 
emphasizes the lives of the Chan clan in the past and Hakka culture in Tsuen Wan, 
the southwestern part of the New Territories. It is told that Chan clan 
predominantly opened up cultivation to do farming for a living which represents 
the agricultural origin of Hakka settlement in general. 
 
In a similar vein of development, Law Uk is another Hakka village, but not a 
walled one, in Chai Wan of Hong Kong Island since the early eighteenth century. 
Law Uk is one of the six villages founded by about three hundred Hakka people 
who migrated southwards to Chai Wan in the early eighteenth century.91 After 
the Second World War, rapid urban development caused the disappearance of 
the farming villages in Chai Wan so that Law Uk is the only one to survive through 
                                                          
90 Sam Tung Uk Pamphlet, obtained on 6 March 2014. 
91 Law Uk Folk Museum Pamphlet, obtained on 7 November, 2015.  
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the decades. The Law family framed the deeds of ownership dated respectively 
from 1767 and 1796 and hanged them on the wall, telling the long-standing 
history of the house. The government recognized the historical and 
ethnographical significance of the site in 1972 and agreed to retain the house 
through its conversion into a folk museum. It was later declared as a monument 
in 1989 and opened to the public in 1990.92   
 
The representations of Hakka women share common discourses among Hong 
Kong Museums and the descriptions of Hakka women and images presented are 
overlapped in exhibitions, but highlights of Hakka women are varied among the 
museums. While the singing ability of Hakka women is not highlighted in HKS in 
the post-handover period, both LUFM and STUM emphasize the folk songs sung 
by Hakka women. On the text board standing in the front square of Law Uk, as the 
description goes, Hakka women love to sing Hakka mountain songs for 
expression of feelings during the ceremonial occasions and leisure time. Among 
the folksongs, “bridal laments93 of a unique and exquisite nature were sung by 
the weeping bride-to-be.”94 In the exhibition of STUM, A Kaleidoscope: Tsuen 
Wan, Then & Now, an audio of an interview with Hakka women and mountain 
songs were playing at the corner of Hakka display.95 The mountain song, as usual, 
is sung by men and women to flirt with each other and sometimes they managed 
to start a romance and get married through singing mountain songs. Some may 
think that it may culturally eroticize Hakka women by playing the song in the 
                                                          
92 Urban Council, Law Uk Folk Museum (Hong Kong: Urban Council, 1990), pp. 22-29. 
93 The bridal lament is a wedding ritual to express the bride’s gratitude towards her parents and fear 
of getting married. She bitterly weeps for her broken fate, and even curses the matchmaker and her 
upcoming husband’s family. Elizabeth Johnson, “Grieving for the Dead, Grieving for the Living: 
Funeral Laments of Hakka Women”, in Death ritual in late imperial and modern China, James L. 
Watson, Evelyn S. Rawski ed. (Berkeley: University of California Press, 1988), pp.138-139. 
94 A Description of Customs of the Hakkas on the exhibit label, in the front square of Law Uk Folk 
Museum, observation made on 25 April, 2015. 
95 An observation made in Sam Tung Uk Museum on 30 March, 2014. 
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exhibition, but from another aspect, it can be said that it is an expression of 
freedom of love and marriage to Hakka women.96  
 
A few years ago, there was a wax statue of a Hakka old lady placed in the sitting 
hall of Law Uk. The wax Hakka woman was making sweet pastries (Hakka 
dumpling 客家茶粿) with typical Hakka clothing, described in the HKS as a long 
black gown with a dark-blue apron.97 However, some of the primary students and 
children were scared by the wax Hakka old lady and it was removed in around 
2009 due to complaints made by the visitors and schools.98 The representation 
of Hakka women became less visible in the museum after the removal of the 
“Hakka old lady”. Even so, the images of Hakka women with certain styles of 
clothing can be seen in both LUFM and STUM, which is echoing the grand 
narrative of Hakka in the exhibition of the Hong Kong Story.  
                                                          
96 When arranged marriage was the cultural norm among Chinese people, there were a few 
examples that Hakka women knew their husband by singing mountain songs in Tai Po and Sai Kung. 
97 Interview conducted with the security guard of Law Uk Folk Museum on 25 April, 2015. The 
security guard, Mr. Ng, has been working in Law Uk Folk Museum for 11 years and witnessed the 
changes of the exhibits of the museum.  
98 Interview conducted with the security guard of Law Uk Folk Museum on 25 April, 2015. 
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Figure 4: A Hakka Woman with Bare Feet Carrying Heavy Loads of Hay in the 1920s, A picture 
showed in the exhibition of A Kaleidoscope: Tsuen Wan, Then & Now in Sam Tung Uk Museum, 
photo taken on 30 March 2014. 
 
In STUM, other than doing household work and working in the fields, Hakka 
women were even upgraded to the spectrum of “economic activity”. A scene of a 
few Hakka women using a bamboo pole in the hills with hay around are shown 
as background at the corner of “economic activity which carrying hay is 
introduced as one of the major economic activities of 1920s Tsuen Wan. Loads of 
hay, bamboo baskets, and tools for cutting hay are displayed with the scene. A 
picture of a Hakka woman with bare feet carrying heavy loads of hay in the 1920s 
is also illustrated to cooperate with the theme at the corner, which was projecting 
the capability and industriousness of Hakka women. (See Fig 4) This picture was 
taken by Stuart James Schofield who conducted geological research in Hong Kong 
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from 1923-24.99 The caption of the picture in Elizabeth Johnson’s Recording a 
Rich Heritage is  “a woman carrying a load of grass that would be used for fuel, 
probably in Yuen Long area, 1923-4,” Without specifying the ethnic background 
of the woman.100 Whether the woman in the picture was a Hakka woman or not 
is not known for sure. In any case,  the appearance of Hakka women in the 
pictures displayed in the museums is highly standardized,  with the Hakka ethnic 
markers like a long gown with an apron in dark color, a large-fringe hat (cool hat/ 
Hakka hat), and a head cloth with a patterned band.  
 
Figure 5: The Wax-made Figure of a Hakka Woman in Law Uk Folk Museum, the picture 
retrieved from Discovering Hong Kong, on 16 March, 2016, 
http://discoveringhongkong.discutfree.com/t35-law-uk-folk-museum.  
 
                                                          
99 “Stuart James Schofield’, Archival holdings at the Museum of Anthropology, University of British 
Columbia, last accessed on 18 June, 2016, http://atom.moa.ubc.ca/index.php/stuart-james-
schofield; Elizabeth Johnson, Recording a Rich Heritage: Research on Hong Kong’s “New Territories” 
(Hong Kong: the Leisure and Cultural Service Department, 2000), p.17. 
100 Johnson, Recording a Rich Heritage: Research on Hong Kong’s “New Territories”, p.192.  
107 
 
In the aspect of food culture, among the exhibits of the museums, simulacra of the 
sweet pastry are displayed in the sitting hall and kitchen of Law Uk, the exhibition 
hall of Sam Tung Uk, and the kitchen of the traditional Hakka house in the HKS. 
Sweet pastry has been congruously created as food culture of Hakka, particularly 
in STUM which displays different kinds of sweet pastry, such as toasted rice flour 
crackers, fried rice cake, chicken manure creeper dumpling (the museum’s 
translation), and Hakka dumpling. When the emphasis is placed on the notion 
that the Hakka women took care of all the household and field tasks, the objects 
arranged in the exhibition are rather passive and interpretive ones, referring to 
the fact that Hakka women are the ones to make the pastry. The representations 
of Hakka women are left to be rather implicit. 
 
The museum is commonly regarded as an object-centered institution and the 
provenance of objects is highly important to the exhibition. In Hong Kong, most 
of the exhibits are collected and donated from ordinary people and are shifted 
between the HKS and LUFM. Yet, the artifacts of Sam Tung Uk Museum are not 
collected from the indigenous Hakka people of Hong Kong but the two Hakka 
villages in the Longgang area of Baoan County in Guangdong Province. The 
justification given by the museum was that, “because of the early urbanization 
and industrialization of Tsuen Wan, it proved very difficult to collect artifacts in 
this area. Even the villagers of Sam Tung Uk did not have old furniture and 
farming implements suitable for display.”101  
 
As mentioned before, the Hakka culture the museums present is by no means a 
dynamic culture varied in region and time period, but the variations do exist in 
reality. The villagers of Longgang were mainly engaged in farming and they used 
wooden agricultural implements in the field. However, Tsuen Wan was a bay and 
the Hakka people there made their living mainly from fishing, not farming. The 
                                                          
101 An exhibit label in the Orientation Room of Sam Tung Uk Museum, observation made on 19 
March, 2016. 
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artifacts from Longgang are irrelevant to Tsuen Wan’s Hakka culture and are not 
able to reflect the lives of the Hakka people in Tsuen Wan in the old days. 
Moreover, according to the video played in the STUM, it is told that Hakka women 
were very good at fishing and that they just used a wooden stick with prong to 
catch the fish.102 STUM aims to introduce the history of the Chan clan and people’s 
lives in the past. By the irrelevant artifacts displayed as representations of Hakka 
people in Tsuen Wan, it has proven a failure to offer an authentic experience of 
the past to the visitors.  
 
3.4. Visitor Engagement: Interaction with “Hakka women” 
Hong Kong museums have served as multi-purpose institutions. To keep the 
public interested in museum visits, it is necessary to offer more interactive 
activities which make visitors feel that the museum experience is more 
worthwhile. In a random sample conducted by American researchers, it was 
revealed that seventy-six percent of a sample of the American populace “tended 
to place more weight on their own direct experience in making sense of the world 
than on abstract reasoning.” 103  It means that interpretation as a tool has 
increasingly become a crucial means in the process of facilitating museum 
experience and engagement with visitors. The tools to help engage visitors, such 
as audio guides, photo-taking areas, interactive educational corners, visitors’ 
feedback, and educational pamphlets, have been introduced in the HKS, STUM 
and LUFM.  
 
The Hong Kong Museum of History introduced the interactive educational corner 
in 2012. In the corner, there is a fitting room containing clothing of the various 
ethnic groups. “The Hakka and Hoklo clothing of the fitting room is for our visitor 
                                                          
102 A video shown in Sam Tung Uk Museum, watched on 30 March, 2014. 
103 James Miller, “Museum and Academy: Toward Building an Alliance”, Journal of American Culture, 
12 (Summer 1989), p.4. Cited in Thomas A. Wood, “Museum and the Public: Doing History 
Together”, The Journal of American History, Dec 1995:82, 3, p.1112. 
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and children to learning history in an interesting way. The display board of the 
corner also introduces other clothing of ethnic women.”104 Visitors are welcomed 
to put on the ethnic clothing to become either Hakka or Hoklo women for a while 
at the corner. A similar approach to engaging visitors is also employed in Sam 
Tung Uk Museum. A photo-taking area with Hakka hats is designed to encourage 
visitors’ participation in the museum. Clear instructions are provided to guide the 
visitor how to wear the Hakka hat (the alternative term, “cool hat” is used in the 
museum) and take photos. The visitors are invited to have experience of being 
Hakka women by putting on the Hakka ethnic markers the museum offers, which 
help achieve a more memorable experience for the visitor and also strengthen 
the stereotypical labels on Hakka women. 
 
                                                          
104 As communicated to the present author in an email from the Assistant Curator, Joseph Chow of 
Hong Kong Museum of History, dated on 11 April, 2016. 
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Figure 6: Photo-taking Area of Hakka Hat in the exhibition of A Kaleidoscope: Tsuen Wan, Then & 
Now in Sam Tung Uk Museum, photo taken on 30 March 2014. 
The representations of Hakka women are further enforced and even distorted on 
the educational pamphlet and worksheet. Sam Tung Uk Museum published an 
educational pamphlet to teach the children how to identify Hakka women. 
“Clothing is the best way to identify Hakka women. Apart from the shan (jacket) 
and fu (trouser), head cloth, patterned band, cool hat and apron are also part of 
their dressing.”105 The children are instructed to cut the clothing identifiers of 
Hakka women and put them on the “Hakka women” of the pamphlet.  
 
As for the worksheets designed by Law Uk Folk Museum for primary and 
secondary students, the images of Hakka women are portrayed with the typical 
characteristics as the museums illustrated. On the worksheet for the primary 
school, the Hakka woman is shown with a pair of bare feet, a Hakka hat with 
patterned band and a long gown. She is carrying a plate of Hakka pastry. The 
primary student will be asked questions like which kind of hat the Hakka women 
used and which one is the traditional Hakka food.106 On the worksheet for the 
secondary school, the museum simply duplicates the cover of the guide pamphlet 
of the museum, also projecting the Hakka hat as an indicator of Hakka women.107 
The picture on the pamphlet cover was originally in a black-and-white format 
showing a Hakka woman holding two geese at Kadoorie Farm in 1972. 108 
However, the museum staff added color to the picture from their own 
imagination, risking to distort the authenticity of the Hakka woman’s clothing 
and accessories.  
                                                          
105 “A Kaleidoscope: Tsuen Wan, Then & Now”, Educational Pamphlet of Sam Tung Uk Museum, 
Presented by the Leisure and Cultural Services Department, obtained on 30 March, 2014. 
106 Worksheet of Law Uk Folk Museum (Primary), retrieved on 18, March, 2015, 
http://www.lcsd.gov.hk/CE/Museum/History/documents/54401/54619/primarychin.pdf.  
107 Worksheet of Law Uk Folk Museum (Secondary), retrieved on 18 March, 2015, 
http://www.lcsd.gov.hk/CE/Museum/History/documents/54401/54619/secondarychin.pdf.  
108 H.K.P.R.O., Photograph 07-02-026, Hakka woman with two geese at Kadoorie Farm, 18 May 1972; 
The Guide Pamphlet of Law Uk Folk Museum, obtained on 25 April, 2015. 
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The features of Hakka women are also presented in the videos of STUM and the 
HKS. The video played in STUM is the episode six of “Archaeology and 
Antiquities”, a television program produced by Radio Television Hong Kong 
(RTHK). Hakka women are introduced having had to bear all the domestic tasks 
and financial burden for the family since most of their husbands went overseas 
for work. They would also weave patterned bands and make grass besom 
themselves while they finished all the work. In the HKS, a video of Introduction 
to Patterned Bands was added in the Gallery of Hong Kong Folk Culture in the fall 
of 2014.109  A Hakka culture researcher, Tsui Yuet-ching and her cousin, Choi 
Ching-mui who is a Hakka old lady in her early eighties110 are presented in the 
video to demonstrate how a patterned band is weaved.111 The essentialized and 
standardized features of Hakka women are repeatedly promoted and used to 
“educate” and interact with the visitors so that the cultural and ethnic markers 
enforced by the museums become indispensable labels on Hakka women.  
                                                          
109 An email from Mr. WONG Nai-kwan on behalf of Museum Director, Hong Kong Museum of 
History, 12 June, 2015. 
110 Interview conducted with Choy Ching-mui at her home in Sha Tin, on 21 January, 2016.  
111 A video of “Patterned Band”, in Gallery 4: Folk Culture in Hong Kong, The Permanent Exhibition: 
The Hong Kong Story in The Hong Kong Museum of History. 
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Figure 7: A page of Educational Pamphlet of a Kaleidoscope: Tsuen Wan, Then & Now in Sam Tung 
Uk Museum, taken on 30 March 2014. 
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Figure 8: A Hakka Women in Traditional Clothing in the 1950s in the Pamphlet of the exhibition 
of A Kaleidoscope: Tsuen Wan, Then & Now in Sam Tung Uk Museum, taken on 30 March 2014. 
 
The patterned band has been increasingly promoted as another symbol of Hakka 
women in recent years. Patterned bands were used as hat straps and gifts for 
relatives and friends, according to the annotation of the museum. 112  More 
                                                          
112 A Description of Way of Life of the Hakka People on the exhibit label, in Gallery 4: Folk Culture in 
Hong Kong, The Permanent Exhibition: The Hong Kong Story in The Hong Kong Museum of History. 
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significantly, the patterned band was an identifier of marriage status and where 
people came from.113 Other than the video installed in the HKS, both the Hong 
Kong museum of History and Law Uk Folk Museum have invited Tsui Yuet-ching 
to be a lecturer in workshops of Hakka patterned band (Hua dai) separately in 
March and July of 2015.114 Tsui is an active advocate of Hakka culture and she 
thinks that the patterned band was an evaluator of wisdom on women in the past. 
It would be considered as witty and wise if the women were equipped with the 
skill of weaving the band.115  She added that the “patterned band is a symbol of 
women’s status. For example, those Hakka women who wear the patterned band 
in red in Sai Kung would be regarded as married women. As for the unmarried, 
they would dress the patterned band in green to tell their single status.” 116  
 
Hakka people very seldom use patterned bands in their daily lives as people did 
in the past because of the rapid socio-economic changes of Hong Kong. In terms 
of function, the patterned band can no longer survive in the modern globalized 
world, where traditional clothing is no longer popular or practical. How can the 
museums promote patterned bands while it cannot be a reference to the status 
of marriage and daily accessories today? The museums transform the meaning of 
the patterned band into a representation of Hakka women’s ingenuity and a sign 
for Hakka culture. The patterned band is bestowed new meaning to meet the 
present needs. It became a fresh badge on the characteristics of Hakka women 
and culture under Tsui’s advocacy and the museums’ promotion.  
                                                          
113 Elizabeth Johnson, “Patterned Band” in the New Territories of Hong Kong, Journal of the Royal 
Asiatic Society Hong Kong Branch, Vol.16 (1976), pp.81-90. 
114 Law Uk Folk Museum, “A Talk of Hakka Patterned Band”, 
http://hk.history.museum/documents/54401/2932237/Website%2B-%2BHakka%2Bbands%2B(Trad)
.pdf;  
Hong Kong Museum of History, “Transcend — Muse Fest HK 2015”, 
http://hk.history.museum/documents/54401/3332705/MH%2Blecture%2B1%2BJuly%2B2015%2B(T
rad).pdf. 
115 Interview conducted with Tsui Tuet-ching at Choy Ching-mui’s home in Sha Tin, on 21 January, 
2016.  
116 “Kejia Huadai Bianzhi Xiyou Xuanren 客家花帶編織喜有傳人”, Hong Kong Commercial Daily 香
港商報, 18 April, 2014. 
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3.5. Conclusion 
The Hong Kong Story is based on the idea of essentialism and gendered 
historiographies to present Hakka women. Scholars have agreed that the existing 
accounts of history are male-centric to flatter masculinity in wars and political 
achievements, which resulted in the utter neglect of women’s roles in history. The 
galleries of the museum on the upper floor, as a space to showcase modern 
progress and achievements, are all about men’s wars and contribution to 
transforming Hong Kong into a metropolis. As women generally were not 
regarded as having made any contributions to Hong Kong’s historical evolution, 
representations of Hakka women are thus restricted to the folklore gallery in the 
museum. 
 
Hakka women are highly visible in the representations of folk culture in the 
museums whereas the Hakka men are under-represented, if not absent, in the 
exhibits. In Hong Kong museums, Hakka people are presented as an industrious 
group of women engaging in economic production and are always shown 
working in a public domain.  This is strikingly different from studies on women’s 
representation in museums in the West by Gaby Porter and others, which 
contend that women were always presented as being confined to the private 
household sphere.  
 
Sticking to the principle of categorization, classification and the object-centered 
approach, the authenticity of the exhibition is much in doubt since the museums 
practice the idea of essentialism to take the existing historiography and 
discourses for granted and regard culture without variety. The essentialized and 
standardized features of Hakka women are unified with a series of dressing codes 
and repeatedly used in the displays to engage visitors in entertainment and 
education, which further consolidates the stereotypes of Hakka women and the 
boundaries among the ethnic groups of Hong Kong. It is in contrast to the reality 
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that the city is becoming increasingly homogenized and the lines between 
ethnicities are more and more ambiguous in Hong Kong. Interestingly, the 
clearly-defined ethnic boundaries in an imagined space of museum come to 
influence the public perception towards Hakka women in the real world. 
Museum’s presentation of Hakka women becomes a reference to the involved 
parties to promote the rural practices under the trend of cultural preservation. 
 
When the ethnic markers like the black long gown, Hakka Hat, head cloth and the 
patterned band are no longer used by the Hakka people, the museums need to 
revitalize and endow new meanings to the markers in order to engage the visitors 
in today’s Hong Kong. The patterned band is a typical example to show that under 
the trend of cultural preservation in a fast-changing city, the cultural practice has 
been distorted to cater the market demands. With China’s participation in the 
Convention for Safeguarding of the Intangible Cultural Heritage 2003, Hong Kong 
is obliged to implement the Convention. As a result, the exhibition of A 
Kaleidoscope: Tsuen Wan, Then & Now in Sam Tung Uk Museum has to give way 
to the  exhibition of intangible cultural heritage introducing the eight items 
submitted for inclusion in the national lists of the intangible cultural heritage of 
China. The exhibitions related to Hakka women in STUM have decreased in scale 
temporarily, and the exhibits will be moved to the Hong Kong Heritage 
Museum.117 Under the wave of cultural preservation, how the cultural practices 
of Hakka women like patterned band weaving and folksongs will be repackaged 
to cater the public taste will remain to be seen.
 
 
 
                                                          
117 Information told by the Museum staff, in the Orientation Room of Sam Tung Uk Museum, on 19 
March, 2016. 
117 
 
Chapter 4 
The Making of Hakka Culture in the Preservation of Intangible 
Cultural Heritage 
The United Nations Educational, Scientific and Cultural Organization (UNESCO)’s 
research report of 2014 illustrates the close relations between cultural heritage 
and gender equality. In accordance with the findings of the questionnaire sent to 
all UNESCO Member States in 2013, “more than 75 percent of performing arts 
practitioners felt that there were fewer or a lot fewer women than men, with 
roughly 25 percent of performing arts practitioners choosing the response ‘a lot 
fewer women’.”1  
 
Chinese ritual ceremonies have been mostly dominated by males and the 
inheritance of heritage is usually from fathers to sons so that, as a transmitter of 
culture and bearer of tradition, women’s cultural values are usually being 
neglected. This is also the case when it comes to heritage definition.2 Women’s 
significance in defining and inheriting heritage is largely unrecognized and 
undervalued and they are often confined to the tasks of birth-giving and child-
bearing.3 David Lowenthal and the researchers for Gender Equality Heritage and 
Creativity published by UNESCO, Janet Blake, Mechtild Rössler, Lizelle Bisschoff, 
and Yarri Kamara, manifested that heritage is a gendered concept and there is a 
phenomenon that women’s values in heritage are downplayed.4 Hakka women, 
as this thesis has argued, were not restricted to the domestic domain. As a result, 
                                                          
1 Yarri Kamara, “Challenges for African Women Entrepreneurs in the Performing Arts and Designer 
Fashion Sectors”, in Gender Equality Heritage and Creativity (Paris: United Nations Educational, 
Scientific and Cultural Organization, 2014), p.110. 
2 United Nations Educational, Scientific and Cultural Organization, Gender Equality Heritage and 
Creativity, pp.23-25, 33-59.  
3 David Lowenthal, The Heritage Crusade and the Spoils of History (Cambridge, U.K.: Cambridge 
University Press, 1998), pp.48-50. 
4 Janet Blake, “Gender and Intangible Heritage”, in Gender Equality Heritage and Creativity (Paris: 
United Nations Educational, Scientific and Cultural Organization, 2014), pp.48-59; Lowenthal, The 
Heritage Crusade and the Spoils of History, pp.48-50.  
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in contrast to the observation of most of the cases shown by UNESCO, Hakka 
women are often in the spotlight in the preservation of Hakka culture.  
 
Irina Bokova, Director-General of UNESCO, and Farida Shaheed, Special 
Rapporteur in the field of cultural rights appointed by the United Nations Human 
Rights Council, insist on gender equality in culture, that men and women should 
enjoy equal rights in cultural practices. They advocate that the goals of 
safeguarding ICH are to remove all forms of discrimination against women and 
girls through increasing women’s visibility and the empowerment of women in 
the process of safeguarding intangible cultural heritage. From the perspective of 
UNESCO, heritage preservation is a means to an end in furthering women’s 
rights.5  
 
The present chapter adopts a gender lens to analyze the images of Hakka women 
presented in various intangible heritage practices, to examine the roles of Hakka 
women played in the trend of ICH preservation, and to evaluate the extent to 
which Hakka women manage to empower themselves in the promotion of ICH in 
Hong Kong. This chapter argues that the endeavor to safeguard ICH has become 
one of the major forces to construct and display the vibrant representations of 
Hakka women. Yet, the existing scholarship on heritage from a gender 
perspective is very limited since it is a newly developed research field in recent 
years. 6  In this chapter, field work and interviews conducted with the 
practitioners of Hakka ICH items is the major methodology to analyze the 
representations and self-representations of Hakka women in Hong Kong.  
 
                                                          
5 Irina Bokova and Farida Shaheed, “Foreword”, in Gender Equality Heritage and Creativity (Paris: 
United Nations Educational, Scientific and Cultural Organization, 2014), pp. 3-5. 
6 Janet Blake, “Gender and Intangible Heritage”, in Gender Equality Heritage and Creativity (Paris: 
United Nations Educational, Scientific and Cultural Organization, 2014), p.33.  
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4.1. What is intangible cultural heritage? 
Intangible cultural heritage is a rather new concept to preserve culture. Before 
UNESCO’s Convention for the Safeguarding of the Intangible Cultural Heritage 
2003 (hereafter ICH convention) was put into effect in 2006, the practice of 
safeguarding heritage in Hong Kong was limited to preserving tangible heritage 
properties such as archaeological sites and historic buildings. To most of the 
Hong Kong people, ICH is a new and obscure terminology. According to Article 2 
of the Convention, the definition of ICH is as follows, 
 
“The practices, representations, expressions, knowledge, skills – as well 
as the instruments, objects, artifacts and cultural spaces associated 
therewith – that communities, groups and, in some cases, individuals 
recognize as part of their cultural heritage. This intangible cultural 
heritage, transmitted from generation to generation, is constantly 
recreated by communities and groups in response to their environment, 
their interaction with nature and their history, and provides them with a 
sense of identity and continuity, thus promoting respect for cultural 
diversity and human creativity.”7 
 
It highlights the significance of ICH as a crucial element of identity and 
communities’ interactions with their history and environment, and that ICH is 
allowed to be recreated from one generation to the next. Liu Tik-sang breaks 
down the term into three components, namely, “intangible”, “cultural”, and 
“heritage”.8 The term firstly dichotomized heritage into tangible and intangible, 
                                                          
7 “Text of the Convention for the Safeguarding of the Intangible Cultural Heritage”, 
http://www.unesco.org/culture/ich/en/convention#art2  
8 Liu Tik-sang, “’Tradition’ versus ‘Property Inherited’: The Construction of meanings for Hong Kong’s 
Intangible Cultural Heritage, in Liu Tik-sang ed., Intangible Cultural Heritage and Local Communities 
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which neglects the relations between the seeable and unseeable. The intangible 
ones are those ideas and knowledge in human mind that entail creation of objects 
and arrangement of events for illustration. It might lead to a misunderstanding 
that the intangible cultural heritage does not require a material object to present 
its thoughts behind. In fact, ICH items are dependent on the creation and 
arrangement of material objects to embody the values and present the lives in the 
past. Individuals will take part in different positions to achieve inheritance, which 
comprises a network between individuals and groups, thus enhancing 
communities’ solidarity. It is the core value of intangible cultural heritage.9   
 
As of culture, it is formulated and operated by a series of “symbols” which is a 
tool for people to understand the surroundings in daily behavior and action. The 
meanings of the symbol are inherited through generations and in the process of 
inheritance, a cultural symbol will get intertwined with other cultural elements. 
Liu foresees that when the concept of ICH appears in Hong Kong, the people who 
get involved in it such as the participants, transmitters, government officials, 
visitors and others will have different ideas and expectations of ICH. These new 
ideas and expectations will correspondingly drive changes to a series of cultural 
symbols to respond to the transformations of the eco-system, culture, and social 
environment.10   
 
The word heritage started to gain currency in Hong Kong after the enforcement 
of the Antiques and Monuments Ordinance in 1976, in which “heritage”  refers to 
tangible archaeological sites or historical relics. The colonial government 
                                                          
in East Asia (Hong Kong: South China Research Center; The Hong Kong University of Science and 
Technology; Hong Kong Heritage Museum, 2011), p. 261. 
9 Liu Tik-sang, ‘“Intangible Cultural Heritage”’: New Concept, New Expectations, in Liu Tik-sang ed., 
Intangible Cultural Heritage and Local Communities in East Asia (Hong Kong: South China Research 
Center; The Hong Kong University of Science and Technology; Hong Kong Heritage Museum, 2011), 
p. 13. 
10 Liu Tik-sang, “’Tradition’ versus ‘Property Inherited’: The Construction of meanings for Hong 
Kong’s Intangible Cultural Heritage, p. 262-263. 
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redeveloped the city on a massive scale so that many splendid commercial 
buildings like Jardine House, Alexandra House, Queen’s Buildings, Prince’s 
Building, King’s Building, and Swire House, and others were demolished since 
1952. The Hong Kong public began to pay attention to the conservation of 
historical buildings in the 1970s and protested against the redevelopment of 
historical sites. The demolition of the General Post Office in 1976 is a remarkable 
example that showed public concern about the conservation of historic 
buildings. 11  UNESCO’s 2003 convention enlarged the scope of “heritage” to 
include both the tangible and intangible. The public understanding of “heritage” 
started to associate with the concept of intangible due to the increasing 
promotion of ICH.  
 
UNESCO divides intangible cultural heritage into five domains as follows: 
 
(a) Oral traditions and expressions, including language as a vehicle of the 
intangible cultural heritage; 
(b) Performing arts; 
(c) Social practices, rituals and festive events; 
(d) Knowledge and practices concerning nature and the universe; 
(e) Traditional craftsmanship.12 
 
The categorization of ICH, on the one hand, is undoubtedly more convenient for 
the researchers and governments to enforce its measures for safeguarding ICH, 
                                                          
11 Elizabeth Sinn, “Modernization without Tears: Attempts at Cultural Conservation in Hong Kong”, in 
Symposium on Cultural Heritage and Modernization, 29.9-2.10.1987.  
12 “Intangible Cultural Heritage Domains”, UNESCO, last accessed on 29 May, 2016, 
http://www.unesco.org/culture/ich/doc/src/01857-EN.pdf  
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but on the other, the ICH items are confined within each domain with a certain 
interpretation. In fact, there is hardly a clear line to demarcate the origin and 
function of the enlisted cultural items among the domains. This is because the 
significance of the items can go beyond the categorization, and parts of each 
domain are overlapping with one another. For instance, songs are commonly 
sung to express oneself, to entertain people, to be part of rituals and festivals, and 
to deliver knowledge, which can therefore be put into any of the first four 
categories. The principles and standards of categorizing ICH by UNESCO are 
rather ambiguous, which restricts the richness and various functions of ICH 
within a domain.  
 
The promotion of ICH items seldom deals with the variations of region and time 
but enforces a process of standardization to the current discourses or myths, and 
sometimes creates new connotations and attachments to the items. Most people 
will take the newly-made interpretation of the heritage as an age-old tradition. 
Eric Hobsbawm pinpoints that "tradition" can be newly developed and even 
invented for state-building.13 Liu Tik-sang illustrated with the case studies of the 
Tai O Dragon Boat Water Parade and Tai Hang Fire Dragon Dance that in order to 
apply for inclusion on the national heritage list and to produce cultural value to 
attract the public, it is required to associate a story with the heritage items and 
to systematize the procedures of the rituals.14 Poon Shuk-wah and Wong Wing-
ho also examine the transformations of the meanings of the Double Seventh 
Festival at Zhu Village in Guangzhou and demonstrate a process of erasing the 
element of “superstition” from the Republican period to the twenty-first century. 
They suggest that it is rather a re-creation of cultural tradition than the 
inheritance of cultural heritage. 15  The following sections will analyze the 
                                                          
13 Eric Hobsbawm, “Introduction: Inventing Traditions”, in Eric Hobsbawm and Terence Ranger ed., 
The Invention of Tradition (Cambridge: Cambridge University Press, 1995), p.1. 
14 Liu Tik-sang, “’Tradition’ versus ‘Property Inherited’: The Construction of meanings for Hong 
Kong’s Intangible Cultural Heritage, pp. 270-271. 
15 Poon Shuk-wah and Wong Wing-ho, “Heritage Preservation and the Re-creation of Traditions: 
Double Seventh Festival at Zhu Village in Guangzhou”, in Liu Tik-sang ed., Intangible Cultural 
Heritage and Local Communities in East Asia (Hong Kong: South China Research Center; The Hong 
Kong University of Science and Technology; Hong Kong Heritage Museum, 2011), pp.239-250. 
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transformations of Hakka ICH items and the impacts of the government’s and 
NGO’s promotion of Hakka heritage on the representations of Hakka women and 
Hakka women themselves.  
 
4.2. Hong Kong’s Participation in the ICH Conservation 
United Nations’ Educational, Scientific and Cultural Organization (UNESCO) 
passed the Convention for the Safeguarding of the Intangible Cultural Heritage in 
2003 in Paris. China became a signatory of the Convention in August 2004. The 
State Council of the People’s Republic of China issued “Directives on 
Strengthening the Protection of the Intangible Cultural Heritage of Our Country”
《關於加強我國非物質文化遺產保護工作的意見》 and requested all 
governments of provinces and autonomous regions to conduct a survey of 
intangible cultural heritage on a national scale.16  
 
As a Special Administrative Region, Hong Kong participated in the Convention in 
November 2004 under the sovereignty of China.17 In accordance with Article 16 
of the Convention, “In order to ensure better visibility of the intangible cultural 
heritage and awareness of its significance, and to encourage dialogue which 
respects cultural diversity, the Committee, upon the proposal of the States Parties 
concerned, shall establish, keep up to date and publish a Representative List of 
the Intangible Cultural Heritage of Humanity.” 18  The State Council of China 
announced “the Notice about Enforcement of Preserving Cultural Heritage” 《關
                                                          
16 The State Council of the People’s Republic of China, “The notice about enforcement of preserving 
cultural heritage (關於加強文化遺產保護工作的通知)”, last accessed on 28 Jan, 2016 
http://www.gov.cn/gongbao/content/2006/content_185117.htm.  
17 Intangible Cultural Heritage Office, “Background and Introduction”, last accessed on 12 May, 2016 
http://www.lcsd.gov.hk/CE/Museum/ICHO/en_US/web/icho/intangible_cultural_heritage_office.ht
ml.  
18 United Nations Educational, Scientific and Cultural Organization (UNESCO), Convention for the 
Safeguarding of the Intangible Cultural Heritage 2003, Paris, 17 October 2003, last access on 12 May, 
2016 http://portal.unesco.org/en/ev.php-
URL_ID=17716&URL_DO=DO_TOPIC&URL_SECTION=201.html.  
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於加強文化遺產保護工作的通知》to inform all governments at the levels of 
province, city, county and autonomous region to establish a list of intangible 
cultural heritage.19 To enforce the Convention and the notice by the State Council, 
the Hong Kong government set up the Intangible Cultural Heritage Unit under the 
Hong Kong Heritage Museum in 2006.20 The Museum authorized the Hong Kong 
University of Science and Technology (HKUST) to conduct research and compile 
an inventory of the ICH of Hong Kong in the same year as the Convention came 
into effect in 2006.21  
 
The state’s enforcement of the Convention requires the Hong Kong government 
to participate by compiling an ICH list, which can be perceived as a top-down 
national project of heritage preservation. The Hong Kong government actively 
applied for the inscription of Cantonese opera and herbal tea onto the national 
list of ICH with Macau and Guangdong Province in 2008 and for the inscription of 
four traditional activities onto the national list independently in 2009. Based on 
the research conducted by the Hong Kong University of Science and Technology, 
the first intangible cultural heritage inventory of Hong Kong was released to the 
public in 2014. Among the 480 items of intangible cultural heritage in the newly 
released list of intangible cultural heritage, eleven of them are pertaining to 
Hakka culture. Hakka women are the main cultural bearers of some of these items, 
including Hakka folk songs, funeral laments, wedding laments, and lantern band 
embroidery technique.  
                                                          
19 The State Council of the People’s Republic of China, “The notice about enforcement of preserving 
cultural heritage (關於加強文化遺產保護工作的通知)”, last accessed on 28 Jan, 2016 
http://www.gov.cn/gongbao/content/2006/content_185117.htm. 
20 CHAU Hing-wah, Lecture 1.3 Intangible Cultural Heritage, Education Bureau, last access on 6 June, 
2016, http://www.edb.gov.hk/attachment/en/curriculum-development/kla/pshe/references-and-
resources/history/lecture1.3_eng.pdf.   
21 Intangible Cultural Heritage Office, “Background and Introduction”, last accessed on 12 May, 2016 
http://www.lcsd.gov.hk/CE/Museum/ICHO/en_US/web/icho/intangible_cultural_heritage_office.ht
ml; Chau Hing-wah, “Safeguarding Intangible Cultural Heritage: The Hong Kong Experience”, in Liu 
Tik-sang ed., Intangible Cultural Heritage and Local Communities in East Asia (Hong Kong: South 
China Research Center; The Hong Kong University of Science and Technology; Hong Kong Heritage 
Museum, 2011), p. 113. 
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Oral Traditions and Expressions 1. Hakka Dialect 客家話 
Performing Arts 2. Unicorn Dance (Punti, Hakka and 
Hoklo) 客家舞麒麟 
 3. Zhuzhici Poems/ Village Names in a 
song 竹枝詞/圍名歌 
 4. Hakka Folk Song 客家山歌 
 5. Funeral Laments 哭喪歌 
 6. Wedding Laments 哭嫁歌 
Social Practices, Rituals and 
Festive Events 
7. Traditional Wedding Ceremonies 
(Hakka) 傳統婚嫁儀式 (客家) 
 8. Tanglangquan (Tung Kong Chu Gar 
Praying Mantis), 東江朱家螳螂拳 
Traditional Craftsmanship 9. Hakka Cuisine 客家菜菜式 
 10. Paper Crafting Technique (Unicorn) 
麒麟紮作技藝 
 11. Lantern Band Embroidery Technique 
燈帶編織技藝 
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Table 1: The items in ICH Inventory related to Hakka culture22 
Under the wave of intangible cultural heritage preservation, both the government 
and non-governmental organizations (NGO) commit to promoting the local 
culture and the enlisted ICH items. The Hong Kong government formed an 
Intangible Cultural Heritage Advisory Committee in 2008 and applied for 
enlisting the local items on the national list of ICH and UNESCO’s representative 
list. Later on, the government allocated more resources to formulate the 
measures of ICH that upgraded the Intangible Cultural Heritage Unit to the 
Intangible Cultural Heritage Office (ICHO) in 2015. The NGO Hulu Culture takes 
ICH as the vital part of their research interest and sees Hakka culture as an 
essence of local identity. Being funded by The Hong Kong Jockey Club Charities 
Trust, Hulu Culture organized two exhibitions pertaining to Hakka culture in 
2012-2013 and 2016 respectively, and features the Hakka patterned band and 
Hakka folk songs as the theme of an exhibition of 2016.23  
 
Hong Kong’s participation in the Convention prompted the government to 
distribute a certain portion of resources to the preservation of ICH. The growing 
attention to Hakka ICH items offers a new hope and new expectation to the 
marginalized communities to inherit the endangered cultural practices. The 
public also expects that ICH will be a choice of leisure and an activity of education. 
The ICH items of Hakka culture are repeatedly introduced in pamphlets, 
exhibitions, and television programs to widely promote the rich meanings of ICH, 
which generate opportunities for the marginalized indigenous people to speak 
up for their cultural value. The cultural practitioners and the indigenous people 
who are involved in the ICH items are invited to give their opinions and personal 
memories on different types of media. For example, an active advocate of Hakka 
culture, Tsui Yuet-ching (徐月清, 1941- ) has played an active role in promoting 
                                                          
22 The table is compiled based on the inventory. For the item of dragon dance, it was selected as one 
of the items to be included in the national list of intangible cultural heritage in 2011 and it is usually 
promoted as a cultural practice of Hakka. Yet, the inventory does not introduce dragon dance as a 
Hakka practice. Hence, the item of dragon dance is not included in the table.  
23 Booklet of Exhibition: Fusion of Horizons by Hulu Culture, distributed in April, 2016. 
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two items on the ICH inventory, namely, Hakka Zhuzhici poems and Hakka 
patterned bands. She has been a lecturer on various occasions and was 
interviewed on public media to promote the cultural significance of the poems 
and patterned bands that make her a representative of Hakka culture. The 
preservation of ICH increases the publicity and voice of the Hakka women.  
 
To revitalize the heritage, the government and NGOs may need to add new 
elements in order to fit in the public demands for visual entertainment and 
interesting education, which involves modification and the invention of 
traditions. The so-called tradition is not unchanging and necessarily clinging to 
the past but is highly fluid and can be newly invented. A tradition will be 
bestowed with varied meanings in accordance with the specific region and time.24  
Liu Tik-sang, based on his studies on the Tai O Dragon Boat Water Parade and the 
Tai Hang Fire Dragon Dance, articulates that these cultural activities have become 
more simplified in terms of decoration and have accepted female participation in 
the ritual due to the lack of manpower and the rise of gender equality.25  
 
Since Hakka folk songs and patterned bands are enlisted in the first inventory of 
ICH in Hong Kong, the representations and self-representations of Hakka women 
are utilized to facilitate the promotion of ICH. As a result, the cultural value of 
Hakka women has been elevated, whereas the relevant ICH items have been 
renewed and laden with modern, innovative meanings to meet public 
expectations.  
 
                                                          
24 Eric Hobsbawm, “Introduction: Inventing Traditions”, in Eric Hobsbawm and Terence Ranger ed., 
The Invention of Tradition (Cambridge: Cambridge University Press, 1995), pp.1-14. 
25 Liu Tik-sang, “’Tradition’ versus ‘Property Inherited’: The Construction of meanings for Hong 
Kong’s Intangible Cultural Heritage, in Liu Tik-sang ed., Intangible Cultural Heritage and Local 
Communities in East Asia (Hong Kong: South China Research Center; The Hong Kong University of 
Science and Technology; Hong Kong Heritage Museum, 2011), pp. 266-273. 
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4.3. Hakka Women as the Main Practitioner in the ICH Items  
The ordinary Hakka women, who served the role as cultural custodians and 
transmitters, did not need particular reasons to practice the ICH items like folk 
literature and craftsmanship. They simply followed the predecessors’ practice 
and created their own art forms to express themselves. Their practice and 
presentation of Hakka culture are part of their everyday life. However, to the 
general public, they need attractions to participate in ICH projects. The Hong 
Kong government and NGOs therefore need to revitalize the cultural practices 
with certain modifications, distortions, and inventions in order to transform the 
cultural heritage from being outdated, and sometimes to remove the 
“superstitious” elements to make the cultural heritage look modern, cultured and 
meaningful. The purposes of the Convention for the Safeguarding of the 
Intangible Cultural Heritage are to preserve ICH and “ensure respect for the 
intangible cultural heritage of the communities, groups and individuals 
concerned”. It aims to strengthen a sense of community and the local identity. As 
a result, Hakka culture is no longer merely the representations of rural culture in 
traditional Chinese society but expands its meaning to become globally 
recognized items of ICH and an essence of local culture. 
 
Among the inventoried ICH items of Hakka culture, Hakka songs and lantern band 
embroidery technique are the most representative items of Hakka women and 
often introduced in the promotion of ICH in which Hakka women are 
complimented as strong, industrious, and capable of taking care of their work and 
family very well. There is abundant scholarship rethinking the reasons why 
Hakka women’s merits have been consistently constructed and strengthened. 
Chen Li-hua’s study on the chaste widows with the historical records of the Qing 
period in the Hakka areas of Taiwan reveals that the local elites’ advocacy of the 
chastity of women aimed to gain more connection and recognition from the 
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central government.26 Another Taiwan scholar, Hung Hsin-Lan, pointed out that 
the compliments of Hakka women in academic studies were made to serve men’s 
intention to justify their exploitation of women. 27  Yet, Helen Siu, an 
anthropologist at Yale University, reminds us not to use a lens of exploitation to 
examine women’s lives in traditional social structures and patriarchal systems. 
She studies the women in Guangdong Province and illustrates that under the 
male-dominant society, women were able to interpret and create their own 
culture. 28  Since the Hakka laments, an integral part of Hakka folksongs, are 
confined within the wedding and funeral rituals and not widely promoted in ICH 
preservation programs, sources and observations are very limited for analysis. 
The following sections are based on the Hakka mountain songs and patterned 
bands to examine whether Hakka women were and are able to express 
themselves and make their own culture in traditional rural society and in the rise 
of cultural preservation.  
 
4.3.1. Hakka Songs 
Hakka songs are included in the category of performing arts of the first ICH 
inventory in Hong Kong. Hakka folk songs as a single item in the inventory are 
described as follows, “Hakka folk songs have been inherited among Hakka 
communities in the New Territories. In the past, people sang the songs during 
gatherings, festivals and courtships. Nowadays, they sing these songs in 
                                                          
26 Chen Li-hua, “Chaste Widows and Local Society in Liudui of Taiwan in Qing Dynasty”, in ed. Lian 
Rui-zhi and Zhuang Ying-zhuang, Hakka, Women and Marginality 客家、女性與邊陲性 (Taipei: SMC 
Publishing Inc., 2010), pp.21-50.  
27 Hung Hsin-Lan, Hakka Women’s Working Perception in Social Practice: Hakka Women’s daily 
dialogue and rituals in Lives 客家婦女「勞動人觀」的社會實踐：美濃客家女性日常語彙與生命 
3 儀式之相關分析, in Studies of Hakka Culture and Industries 客家文化與產業發展研究, Wang 
Jianzhou ed. (Guilin Shi: Guangxi shifan daxue chubanshe, 2007), pp.690-708. 
28 Helen Siu and Wing-hoi Chan, “Introduction”, in ed. Helen Siu Fung-ha, Merchants' daughters: 
women, commerce, and regional culture in South China, (Hong Kong: Hong Kong University Press, 
2010), pp. 1-22; Helen Siu, “Women of Influence: Gendered Charisma”, in Merchants' daughters: 
women, commerce, and regional culture in South China, Helen Siu ed., (Hong Kong: Hong Kong 
University Press, 2010), pp.169-196; Helen Siu, “Where were the Women: Rethinking Marriage 
Resistance and Reginal Culture History”, Late Imperial China 11:2 (1990. 12), pp.32-62. 
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performances.”29 Folk songs here in fact refer to Kejia Shange (Hakka mountain 
song, 客家山歌), as shown in the Chinese version of the inventory. Hakka folk 
songs are commonly understood as a collective term for Zhuzhici poems (Village 
names in a song, Bamboo Clapper Song), funeral laments and wedding laments. 
But in accordance with the description (in the English version) of the inventory, 
Hakka folk songs narrowly refer to Hakka mountain songs while the Zhuzhici 
poems and laments are treated as separate items.30 Translating “Hakka mountain 
song” as “Hakka folk songs” might lead to misinterpretation as the latter term also 
includes laments and poems. To avoid such a misinterpretation, this chapter uses 
the term “Hakka mountain song/shange” instead, and will use the term “Hakka 
folk song” to refer to the music genre that consists of mountain songs, poems, and 
laments.  
 
With 480 items included in the inventory, the description of each of the items is 
understandably brief. The origin, format, and cultural richness of Hakka 
mountain songs are far more complicated than what is described in the inventory.  
Shange is sung in free rhythm, outdoor and in a loud manner.31 The topics and 
lyrics were improvisatorial. They were usually composed of four lines in seven 
characters.32  Hakka mountain songs sometimes were sung by women in groups 
while they were doing the monotonous tasks such as farming, cutting hay and 
picking tea leaves. To the Hakka women, singing was a way to ease their 
hardships and kill their boredom at work, and also to entertain the people who 
                                                          
29 “First intangible cultural heritage inventory of Hong Kong announced today”, Press Releases, last 
access on 28 May, 2016 http://www.info.gov.hk/gia/general/201406/17/P201406160842.htm.  
30 Mei-ling Chien, “Leisure, Work, and Constituted Everydayness: Mountain Songs of Hakka Women 
in Colonized Northern Taiwan (1930-1955)”, Asian Ethnology, Volume 74, Number 1, 2015, pp.38-39; 
Kenneth Yip Chee-kwong, The Folk Songs of Sai Kung and Neighboring Areas in Hong Kong (Hong 
Kong: Chinese Music Archive, Department of Music, The Chinese University of Hong Kong, 2015), pp. 
25-32; Rao Jiucai, Xianggang Jiufengwu 香港舊風物 (Hong Kong: Cosmos Books, 2001), pp.194-195; 
“First intangible cultural heritage inventory of Hong Kong announced today”, Press Releases, last 
access on 28 May, 2016 http://www.info.gov.hk/gia/general/201406/17/P201406160842.htm.  
31 Zhang Suozhi and Helmut Schaffrath, “China's "Mountain Songs": Chinese Terminology Relating to 
shan'ge, CHIME, Volume 4, p.23. 
32 Chien, “Leisure, Work, and Constituted Everydayness: Mountain Songs of Hakka Women in 
Colonized Northern Taiwan (1930-1955)”, p.39. 
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could listen to them.33 On occasions, a group of young Hakka women would start 
an open mountain song contest with the neighboring female Hakka villagers. 
They would meet on the mountain by arrangement (which is believed to be how 
the term “mountain songs” originated). Two lines were drawn on the ground to 
separate them into two groups and keep them in a distance around five feet from 
each other. The verses would be sung over the gap until one of them was not able 
to respond. The winner would then be announced.34 In Nga Tsin Wai Village, the 
villagers would build up a bamboo stage and organize an open mountain song 
contest three times a year outside the village.35 Hakka women’s singing talent and 
ability would be recognized by the audience from both inside and outside the 
village.  
 
When it comes to dialogue/antiphonal singing between sexes, the usual themes 
of the songs are exclusively about romance in the manners of teasing and flirting. 
That is why it is dubbed “teasing song” (Liu Gor 撩歌). It was a means for the 
youth to make friends and start a romance with the opposite sex. A boy might 
start singing a verse to a girl on the path of the mountain and the girl might 
respond to him with another verse. A contest of singing verses would then begin 
until either of them could not improvise a responsive verse. Even though there 
were very skilled male singers of mountain songs, the villagers unanimously 
agreed that the female singers were the winners of the contests most of the 
time.36 Many would think mountain song singing as one of the mediums for both 
women and men to choose their spouse. As argued by Leong Sow-theng and other 
scholars, Hakka women enjoy more freedom on marriage and a higher social 
                                                          
33 Chien, “Leisure, Work, and Constituted Everydayness: Mountain Songs of Hakka Women in 
Colonized Northern Taiwan (1930-1955)”, p.51; Kenneth Yip Chee-kwong, The Folk Songs of Sai Kung 
and Neighbouring Areas in Hong Kong, p.86. 
34 Patrick Hase were told by the villagers in some areas of the New Territories, New Territories Poetry 
and Song, in Collected Essays on Various Historical Materials for Hong Kong Studies, Joseph S. P. Ting 
and Susanna L. K. Siu ed. (Hong Kong: The Urban Council, 1990), pp. 20. 
35 Hase, New Territories Poetry and Song, in Collected Essays on Various Historical Materials for Hong 
Kong Studies, p.20. 
36 Hase, New Territories Poetry and Song, in Collected Essays on Various Historical Materials for Hong 
Kong Studies, pp. 20-22.  
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status because of economic independence stemming from their contribution to 
production.37 
 
On the contrary, Chan Wing-hoi and Cheung Kowk-hung38 conducted interviews 
with Hakka women in the Hong Kong New Territories and revealed that the 
courting songs were more usually sung within a group of the same sex than 
between the sexes.39 Interestingly, the Hakka women composed a considerable 
amount of flirting songs when they were collecting hay and tending cows. Lau 
Fook-kiu (劉福嬌, 1929- ) is a popular Hakka singer who is invited to perform 
Hakka mountain songs to promote Hakka heritage. Although she is presented in 
mass media as a Hakka woman who got married to her husband through singing 
mountain songs to each other, courtship in fact was not allowed between sexes 
before marriage in the past.40  Under the “surveillance system” in the village, once 
a girl and a boy were found in courtship, the witness would report to their 
parents. 41  Lau told Cheung Kwok-hung that she came to know her husband 
before marriage through singing mountain songs. Marriage was arranged by their 
parents to end their “close friendship”. Since it was an arranged marriage, Lau did 
                                                          
37 Leong Sow-theng, Migration and ethnicity in Chinese History: Hakkas, Pengmin, and Their 
Neighbors, edited by Tim Wright, with an introduction and maps by G. William Skinner (Stanford, 
Calif.: Stanford University Press, 1997), pp.1-19; Dorothy Heid Bracey, “Economy, Household 
Structure, and the Hakka Women”, Journal of Asian Affairs, vol.4, 4(2), 1979, pp.52-58; Fang Xue-jia, 
“Thoughts on Women’s Status in a Traditional Society- As Exemplified by the Hakka Women in 
Meixian County”, Collection of Women’s Studies, No. 4 Ser No. 60, July 2002, pp.46-53; Wu Fu-wen, 
“Roles and Positions of Hakka Women”, Journal of Longyan University, Vol. 29, No.3, June 2011, 
pp.16-21.  
38 Cheung Kwok-Hung, a local scholar respectively dwells on the Hakka mountain songs of Tai Po in 
his master thesis in 2004 and the relations between the ethnicity and Hakka mountain songs in Hong 
Kong in his doctoral dissertation in 2013. By collecting and analyzing the Hakka mountain songs, he 
argues that the Hakka ethnicity is not objectively identifiable but subjectively perceived and formed 
with discursive elements. 
39 Chan Wing-hoi, Traditional Folksongs in the Rural Life of Hong Kong, MA thesis ( 
Belfast: Queen's University of Belfast, 1985), pp.30-38; Cheung Kwok-hung, Traditional Folksongs in 
an Urban Setting: A Study of Hakka Shange in Tai Po, Hong Kong, MA Thesis (Hong Kong, Hong Kong 
University, 2004), p.40. 
40 “Excuse me, I Want to Let You Know that Singing Mountain Song Could Determine Your Destiny”, 
Apple Daily, 24 November, 2004 ; “Hakka in Hong Kong: Hong Kong Rapper, Lau Fook-kiu”, MingPao, 
25 May, 2015; “Hong Kong Story – Music . People: A Forgotten Chapter of Music (Hakka Folk Song)”, 
Radio Television Hong Kong (RTHK), 23 May, 2015. “A Study of Hakka Women’s Life in the 
Mountains”, in The Booklet of “Fusion of Horizons”, April, 2016, pp.78-79.   
41 Chan Wing-hoi, Traditional Folksongs in the Rural Life of Hong Kong, p.55. 
133 
 
not think that was “free love” but felt fortunate to get married to someone she 
knew already.42 Chan Wing-hoi’s research findings and the account of Lau Fook-
kiu manifested that singing flirting songs was not common between sexes and it 
cannot be used to support the argument that Hakka women enjoyed more 
freedom on their marriage through singing.  
 
Various scholarly works suggest that the understanding of Hakka women is built 
by the male writings and Hakka women indeed were/are not much different from 
other Chinese women, and not entitled with more right to choose their spouse. 
However, it does not mean that they did not have the ability to create their own 
culture and expressions. Folk songs are an effective ethnopoetic device and an 
expressive culture to understand a group of people. Lila Abu-lughod analyzed the 
lyrics of ghinnawa (little song) in Bedouin society and concluded that the intimate 
feelings expressed in the songs were indeed violating their moral values. They 
would avoid showing such sentiments in their ordinary language. The ghinnawa 
thus was a media for them to present their personal feelings which did not 
conform to the moral code.43 Being a form of “licensed expression”44, Hakka folk 
songs are also a case in point. Fred Blake, Patrick Hase, Elizabeth Johnson, and 
Rubie Watson have unanimously pointed out that singing mountain songs and 
weeping laments were the ways for Hakka women to publicly make self-
expression sharing their individual feelings and experiences in the male-
dominated Confucian society. In the funeral laments and wedding laments, they 
validated their claims for their sufferings of life and asked for sympathy from the 
audience.45 Through the songs and laments, the Hakka women managed to have 
                                                          
42 Cheung Kowk-hung, Traditional Folksongs in an Urban Setting: A Study of Hakka Shange in Tai Po, 
Hong Kong, p.33. 
43 Lila Abu-lughod, Veiled Sentiments: Honor and Poetry in a Bedouin Society (Berkeley, CA: 
University of California Press, 1986), p. xvii. 
44 The term, “licensed expression” is coined by Fred Blake to describe that the wedding laments 
allowed the brides of New Territories to freely express her emotions and feeling about her upcoming 
marriage. Fred Blake, "Death and Abuse in Marriage Laments: The Curse of Chinese Brides," Journal 
of Asian Folklore Studies, 37(1) 1978, p. 17. 
45 Elizabeth Johnson, “Grieving for the Dead, Grieving for the living: Funeral Laments of Hakka 
Women”, in Death Ritual in Late Imperial and Modern China, James L. Watson and Evelyn S. Rawski 
ed. (Berkeley : University of California Press, 1988), pp. 135-160; Rubie S. Watson, “Chinese Bridal 
134 
 
their own cultural space to create folk literature and make self-representations 
in the patriarchal society.  
 
Hakka folk songs are no longer sung in the mountains and in rituals due to the 
disappearance of the rural social context but are now performed with well-
prepared lyrics on arranged occasions. As described in the inventory, “nowadays, 
they sing these songs in performances.” When the mountain songs are performed 
on the stage or television programs, the singers seldom do improvisation but 
would hold a piece of paper with lyrics in their hands. Today, the performances 
of Hakka mountain songs are detached from the social context in the old days and 
presented as an entertainment, thus are devoid of the cultural richness attached 
to the songs. And the songs are sanitized without any words of vulgarity and 
eroticism.  
 
The original content of mountain songs frequently involved sarcasm, raucous 
humor, and feelings of intimacy so that they were considered to be erotic and 
improper to be recorded verbatim by intellectuals. When the songs were put into 
written record, most of the songs were either polished or had disappeared.46 
Nicole Constable was told by the villager Mr. C who said that he would “clear up” 
the vulgar lyrics of the mountain songs, transforming a genre once familiar to 
women into a more public symbol of Hakka as a whole.47 Cheung Kwok-hung also 
realized that Mr. Lam Chun (藍俊), a collector of Hakka songs, modified the coarse 
                                                          
Laments: The Claims of a Dutiful Daughter”, in Harmony and Counterpoint: Ritual Music in Chinese 
Context, Bell Yung, Evely S. Rawski and Rubie S. Watson ed., (California: Stanford University Press, 
1996), pp.107-129. 
46 Patrick Hase explained that the scholars seldom put them into written records since the lyrics 
were regarded as improper. Patrick Hase, “The Poetic Tradition of the Mainland New Territories” 
(unpublished article); Nicole Constable, Christian Souls and Chinese Spirits: A Hakka Community in 
Hong Kong (Berkeley: University of California Press, 1994).   
47 Nicole Constable, Christian Souls and Chinese Spirits: A Hakka Community in Hong Kong (Berkeley: 
University of California Press, 1994). 
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lyrics into more “decent ones” and even removed some of the wordings when 
“necessary”.48   
 
There is a possibility that in order to fit into the public expectations of Hakka 
culture, the performance of Hakka mountain songs is edited from a male 
perspective today. What the Hakka women sing on the stage might be the songs 
polished by the male intellectuals and the collectors. As a result, Hakka mountain 
songs tend to adopt a male perspective when they were transformed from the 
oral format into written records.  
 
It is interesting to note that the Hakka women in the past possessed more cultural 
space to freely sing what they would like to sing. On the contrary, the Hakka 
women today face more limitations regarding where and what to sing. It is ironic 
that in a society which is regarded as more open, progressive and equal between 
genders than in the past, the Hakka women might learn the polished written 
versions of mountain songs and have to avoid to sing vulgar words on the stage. 
In other words, the Hakka women in the past enjoyed greater autonomy than 
their counterparts today in making self-representations through singing Hakka 
songs.   
 
Hakka women are offered more opportunities to demonstrate their singing 
ability and share their personal views on mountain songs. On the one hand, it is 
an improvement to include women’s voices in the promotion of ICH items. But on 
the other, Hakka women lose the opportunities to express their originality in 
songs and are more restricted to singing prearranged lyrics on designated 
occasions. Moreover, when the Hakka women have been interviewed multiple 
                                                          
48 Cheung Kwok-hung, Traditional music and Ethnicity: a study of Hakka shange, Doctoral 
Dissentation (Hong Kong, The University of Hong Kong, 2013), p.104. 
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times, they tend to develop a standardized answer to the interviewers. Take Lau 
Fook-kiu as an example, she is now promoted on various media as a Hakka singer 
who started a romance with her husband through singing mountain songs.49 It 
might present a misleading picture that they sang to know each other and fell in 
love, and then chose to get married.  
 
In fact, as mentioned above, Lau’s parents arranged her marriage. The media 
coverage standardizes her love story and distorts her own views on her marriage. 
She would incline to repeat more what is portrayed in newspapers and on 
television programs than telling the whole story that she told the academic 
Cheung Kwok-hung in earlier years. The increasing media coverage on mountain 
songs and Hakka women influences the Hakka women’s self-understanding.50 
The representations of Hakka women do consist of some elements of truth and 
Hakka women’s own expressions, but they are constructed primarily to promote 
Hakka mountain songs in the prevalence of ICH.  
 
In addition to the increasing media coverage, the enforcement of safeguarding 
ICH encourages the publications of Hakka folk songs. Apart from Cheung Kwok-
hung’s Master thesis and Doctoral dissertation respectively in 2004 and 2013, 
Kenneth Yip Chee-kwong (葉賜光), a folk researcher, finished his Master thesis 
in 1989. It was not published until 2012. Yip was motivated by Hong Kong’s 
participation in the ICH Convention and the inscription of salt-water songs (Haam 
                                                          
49 “Excuse me, I Want to Let You Know that Singing Mountain Song Could Determine Your Destiny”, 
Apple Daily, 24 November, 2004 ; “Hakka in Hong Kong: Hong Kong Rapper, Lau Fook-kiu”, MingPao, 
25 May, 2015; “Hong Kong Story – Music . People: A Forgotten Chapter of Music (Hakka Folk Song)”, 
Radio Television Hong Kong (RTHK), 23 May, 2015. “A Study of Hakka Women’s Life in the 
Mountains”, in The Booklet of “Fusion of Horizons”, April, 2016, pp.78-79.   
50 Choi Chi-cheung, a local prominent historian shares his experiences on doing field work in Sha Tau 
Kok and Ha Tsuen. He found that the villagers’ knowledge on their own history are told by the 
anthropologists, Maurice Freedman and Rubie Watson. It is an illustration on how the outside 
researchers put impacts on the villagers’ own self-understanding. Choi Chi-cheung, “The 
Construction of History 歷史的塑造”, in Hong Kong History, Culture and Society (Teaching and 
Learning Essays), ed. Liu Tik-sang, Cheung Siu-woo and Choi Chi-cheung (Hong Kong: South China 
Research Center of HKUST, 2001), pp.257-258. 
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Shui Goh, 鹹水歌) as national intangible cultural heritage in Guangdong Province. 
Such a promising trend of cultural development generated a new hope to the local 
communities in Hong Kong, which prompted Yip to think of the possibility of the 
Hakka folk song to be recognized as a national ICH item too. He contacted Carrie 
Yau, the former permanent secretary for Home Affairs and Cissy Ho, the former 
curator (heritage) of Home Affairs (the head of ICH Office now), and found out 
that the procedures to apply for the inscription of ICH on a national level are 
much more complicated than he could manage. Therefore, he decided to only 
publish his thesis at this stage and hoped that more people would join him in 
studying folk songs.51 
 
Cheung Kwok-hung indicates that in the urban setting of Hong Kong, there have 
been weekly Hakka mountain-song gatherings at Tai Po Community Centre since 
1994. While the Hakka women are always promoted as the cultural practitioners 
of mountain songs, the Hakka men are indeed greatly involved in the singing too. 
However, they are often omitted in the media coverage, and as a consequence, 
they are underrepresented if not absent in the promotion of mountain songs. Mr. 
Wong Chi-ching (黃志青) was a popular Hakka shange (mountain song) singer in 
Tai Po and was invited to join the gatherings. He was renowned as the king of 
mountain song (山歌王) at the Community Centre in 1997. Unfortunately, he 
could not join the singing gatherings again since his loss of voice in 1999.52  
 
Hakka men are also the principal actors in mountain song singing, particularly in 
the love dialogue singing. Yip Fai (葉輝, 1939-) is a male Hakka and a regular 
member in the singing gatherings. In the context of the gathering, the women and 
men are free from the social norm to singing the love songs with someone other 
                                                          
51 Kenneth Yip Chee-kwong, The Folk Songs of Sai Kung and Neighboring Areas in Hong Kong (Hong 
Kong: Chinese Music Archive, Department of Music, The Chinese University of Hong Kong, 2015), 
p.6-8.  
52 Cheung Kwok-hung, Traditional music and Ethnicity: a study of Hakka shange, pp.104. 
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than their real spouse. They get so immersed in the song as if they are in a 
romance with each other. An improvisational shange contest will follow after the 
practice session.53 Both Hakka women and men have equal space to show their 
singing ability and create their own singing culture at the Community Centre. 
Compared to the performances of Hakka mountain songs, the ordinary singing 
gatherings present a much more diverse and authentic picture of mountain songs.  
 
4.3.2. Patterned Band 
In the publicized ICH inventory of Hong Kong in 2014, the skill of weaving lantern 
bands is categorized into the domain of traditional craftsmanship. The lantern 
band is simply another name of patterned band, since patterned bands have been 
used to hang on the lantern raised in the ancestral hall as part of the ritual to 
inform their ancestors about the new-born baby boy in the lineage. The cultural 
significance of the band definitely is not limited to its intricate technique but also 
the social context that gives meanings to it. However, the domains of ICH 
demarcated by the Convention confines the importance of the band to within its 
manufacture skills and snubs the other cultural significances as a marker of 
regional and marital status, and also an expression of women’s ability and 
ingenuity. 
 
The ICH inventory chose to name the item as “lantern band”, which seems to 
highlight the ritual meaning of the band. The description of the lantern band 
embroidery technique in the inventory reads: “Hakka women, with threads of 
different colors, embroider colorful bands which are hung on the lanterns by the 
families with new-born sons during the lighting lantern ritual. In Hakka dialect, 
the lantern band implies the son will be brought up properly.”54 This explanation 
                                                          
53 Cheung Kwok-hung, Traditional folksongs in an urban setting: a study of Hakka Shange in Tai Po, 
p.34. 
54 “First intangible cultural heritage inventory of Hong Kong announced today”, Press Releases, last 
access on 28 May, 2016 http://www.info.gov.hk/gia/general/201406/17/P201406160842.htm.  
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may easily lead one with a limited understanding of pattern bands to think that 
the lighting lantern ritual (dim tang 點燈  or hoi tang 開燈 ) is a practice 
exclusively exercised by Hakka people. The Punti people indeed also practice this 
ritual. It is oversimplified to refer to the band as a lantern band and only focuses 
on its ritual value. To avoid the limitations of using the term of “lantern band”, 
this section adopts “patterned band” instead.    
 
The inventory’s simple description and use of the term “lantern band” may run 
the risk of overlooking the rich cultural and social values of the patterned band. 
The band in fact was one of the most important self-representations of Hakka 
women and carried rich historical and social meanings in rural society. The 
patterned band was an ornamental garment woven and worn by Hakka women. 
It is usually called “hua dai (花帶)” or “cai dai (彩帶)” in Chinese, which literally 
mean the flowery band or colorful band. The bands were intricately woven with 
different patterns with a width of 1.5 centimeter, and a length from 60 to 145 
centimeters.55 Tassels were skillfully attached to either end of the band to enrich 
the flat-shaped band. Patterned bands are often multi-colored and the weavers 
will match two to four colored threads sometimes with white thread and weave 
them into different patterns. When weaving a particular pattern, it will be woven 
twice in succession and be reversed in the second time. The bands are extremely 
intricate to weave with discrete patterns.  
 
Most of the common patterns are named based on their special elements. For 
example, they named a lozenge as “olive pit” (欖角), a chevron as “fishbone” (魚
骨), and a dot in a lozenge as “little olive” (欖仔). The weavers would combine 
some of the patterns and make it into another particular pattern that they 
                                                          
55 Observations from June 2015 to April, 2016 on the patterned bands shown in museums and by 
Tsui Yeut-ching and Choi Ching-mui.  
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interpret as a natural scenario. 56  Those patterns have gone beyond their 
superficial meanings and been attached auspicious meanings. For instance, the 
little olive (欖仔), as Elizabeth Johnson suggests, is a homophone for the Chinese 
words “male child”. The villagers of Siu Lek Yuen and Ngau Pei Sha Village in Sha 
Tin interpret little olives slightly different as “embrace the son”.57 Either way, the 
emphasis of the pattern is placed on women’s reproduction and they were 
expected to give birth to baby boys.     
 
Patterned bands were used for multiple purposes. The Hong Kong Museum of 
History introduces it as hat straps and gifts for relatives and friends.58 Johnson 
recorded the development and status of the patterned band in the New 
Territories of 1946 and explained in details that the functions of the patterned 
band are far more than hat straps and gifts. 59  Some of her observations are 
confirmed by my informants, Choi Ching-mui (蔡清妹, 1934- ) 60 and Lee Wai-
kuen (李偉權, 1978- )61 in Sha Tin. The following analysis is based on Johnson’s 
report and the field work conducted in Sha Tin in early 2016.  
 
                                                          
56 Elizabeth Johnson, “‘Patterned Bands’ in the New Territories of Hong Kong”, Journal of the Royal 
Asiatic Society Hong Kong Branch, Vol. 16 (1976), p.82; An interview with Choi Ching-mui in Choi clan 
ancestral hall in Sha Tin, on 22 February, 2016.  
57 Observations made in Siu Lik Yuen Village during the lantern ritual on 22 Febraury, 2016. 
58 A Description of Way of Life of the Hakka People on the exhibit label, in Gallery 4: Folk Culture in 
Hong Kong, The Permanent Exhibition: The Hong Kong Story in The Hong Kong Museum of History. 
59 Johnson, “‘Patterned Bands’ in the New Territories of Hong Kong”, pp.82-83. 
60 Choi Ching-mui has migrated to the United Kingdom for a few decades. She was born in a Punti 
village and thinks of herself as having been Punti before marriage. Choi followed her husband in 
migrating to Britain in 1965 and returned annually to Hong Kong since 1998. She got married with a 
Hakka man when she was twenty-two years old, and she learnt speaking Hakka and being a Hakka 
since marriage. Despite having lived in a foreign place and being a British citizen for about four 
decades, Choi thinks that she is more like a Hakka.  Interviews with Choi Ching-mui, at Choi Ching-
mui’s home in Sha Tin, on 20 Jan, 2016 and 22 February, 2016.  
61 Lee Wai-kuen is a villager of Ngau Pei Sha village and a common cousin of Tsui Yuet-ching and Choi 
Ching-mui. Mr Lee is very interested in village culture and also passionate to help preserve village 
culture, and has introduced Tsui Yuet-ching to Choi Ching-mui for safeguarding the technique of 
weaving patterned bands. He reported five items to the South China Research Center of The Hong 
Kong University of Science and Technology (HKUST) for the national intangible cultural heritage. 
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 Patterned bands were the most conspicuous ornament on the traditional dark 
Hakka clothing. It would be used on the cool hat, dark-colored apron, and head 
cloth. Apart from being an ornament, the patterned band played an important 
role in wedding ceremonies and rituals of welcoming male new-born babies. 
Johnson observed that in Tsuen Wan and Yuen Long, a great number of patterned 
bands had to be woven in preparation for wedding banquets. The weavers 
needed to put all the work aside and to weave the bands for weeks before the 
banquet.62 If they could not manage to make a large quantity of bands, they would 
hire some weavers from the neighboring villages to help with the weaving. In the 
1960s, a patterned band cost around HKD$ 40, which was about the monthly 
salary of an unskilled factory worker.63 More importantly, being able to weave 
patterned bands or not was a standard to evaluate the capability of a bride-to-be. 
It was expected that the bride, in order to deliver her gratitude, would present 
patterned bands to all the older female attendees in the wedding festivities, and 
also to the cooks who prepared dishes for the guests. It was a requirement for a 
bride to show her relatives how capable she was by producing nice patterned 
bands. At the same time, it was a means for the bride-to-be to earn reputation 
through presenting finely patterned bands to the guests in the wedding 
banquet.64  
 
In addition, the bands, which were regarded as an essential dowry item and a 
symbol for a wish of reproducing offspring, were used to tie the mosquito nets of 
the new wedding bed and around the wash basin. It was also used as a waistband 
to adjust the bride’s trousers.65 Besides, two patterned bands would be tied to the 
door of a dowry camphorwood chest, one with the pattern of sesame seeds (Ma 
Tze Fa, 蔴籽花), a symbol of fertility, and the other with a particular pattern (Diu 
Fa, 雕花). Those patterned bands are referred to as pulling band of the chest (Laai 
Gwai Daai 拉櫃帶). There was a ritual to bid farewell to the bride-to-be before 
                                                          
62 Johnson, “‘Patterned Bands’ in the New Territories of Hong Kong”, p.83 
63 Interview with Choi Ching-mui, at her home in Sha Tin, on 20 Jan, 2016. 
64 Interview with Choi Ching-mui, at her home in Sha Tin, on 21 Jan, 2016. 
65 Johnson, “‘Patterned Bands’ in the New Territories of Hong Kong”, pp.82-83. 
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she stepped into the sedan chair. Her brother would pull out the patterned band 
with a particular pattern and push the one with the sesame seed pattern inside 
the chest to show his blessings and reluctance to let his dear sister go. The sesame 
seed patterned band was pushed inside the chest to wish her good fertility.66 
When the bride arrived at the groom’s place in the sedan chair, a little boy would 
kick the door of the sedan chair three times and the bride would open the door to 
give a patterned band to him as a gift. Another ritual function of the patterned 
band was that one would be put over or under the lantern hung up in the 
ancestral hall at the “lighting up lantern” ceremony67. It was, and still is, a ritual 
to inform their ancestors about the newborn son and to recognize the son as a 
member of the lineage.68   
 
A patterned band was not merely an artifact for the weavers to express their 
preferences and ways of thinking, but also served as an identity indicator. The 
colors and patterns could tell a woman’s marital status. Based on the information 
from Johnson’s study and the patterned bands collected by Tsui Yuet-ching, 
unmarried women would predominantly wear pattern bands in green, blue or 
purple color. Pattern bands in red color were only allowed for married women. 
Young married women primarily put on the silk bands in red or pink, or cotton 
bands in white with red or pink patterns. Older married women would wear red 
bands and sometimes with black patterns. The pattern of little olive was strictly 
forbidden for unmarried women. Otherwise, it would ruin their purity and 
chastity.69 The patterned band was a public statement of a Hakka woman in that, 
                                                          
66 A Hakka old lady, Song Gei-tai shared her personal experience on marriage in Sai Kung and 
confirmed that there was such a ritual about patterned band. 
67 Elizabeth Johnson called the ceremony as hoi tang 開燈 in Tsuen Wan as she observed. My 
informant, Choi Ching-mui told me that they name it as dim tang 點燈 in Sha Tin. Regional variations 
of how to address the ceremony may exist. 
68 Information told by Mr. Choi, a villager of Ngau Pei Sha Village, Sha Tin during the lighting up 
lantern ceremony on 22 February.  
69 Observations in the talk given by Tsui Yuet-ching, in Heung Yee Kuk building, Sha Tin, on 14 May, 
2016. Tsui displayed a series of patterned from different regions and identified them as unmarried 
and married. Without noticing Elizabeth Johnson’s work, what she illustrated is consistent to 
Johnson’s observations in Tsuen Wan.  
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as Johnson argues, “when we saw a woman’s patterned band, then we knew how 
to address her.”70  
 
The patterned band could also serve as a regional marker through the differences 
in its color and pattern that show where a woman came from. While the gentry 
class dressed comparatively alike before the establishment of the communist 
regime in 1949, the peasants were more bound to their localness and their 
clothing codes could tell their local identity. 71  It was applicable to the rural 
clothing in the New Territories. Despite being ruled by the British, the Chinese 
rural culture was well-preserved in the New Territories, which as scholars agreed 
on, can be attributed to the laissez-faire attitude of the colonial government.72 
Patterned bands were used to make their local identity clear on purpose. Johnson 
was told by her informants that in Tai Po, Tsuen Wan, Yuen Long, Sha Tin and Sai 
Kung, the color combinations, length and thickness of the tassels, rather than the 
color of the band, signified the Hakka women’s regional affiliation and local 
representation.73 Taking Tai Po and Sha Tin as examples, the bands of unmarried 
women in Tai Po were predominantly made of white and blue cotton threads 
while the ones of unmarried women in Sha Tin were primarily in green.74  
                                                          
70 Johnson, “‘Patterned Bands’ in the New Territories of Hong Kong”, p.87. 
71 G. William Skinner demonstrates that the Szechwan peasant embroideries was also the case at 
point. Johnson, “‘Patterned Bands’ in the New Territories of Hong Kong”, p.87; G. William Skinner, 
“Marketing and Social Structure in Rural China, Part I”, The Journal of Asian Studies, vol. xxiv, no.1, 
Nov 1964, p.40.  
72 Colonial laissez faire attitude here is referring to the policies before the 1970s. The term, “laissez 
faire” has been substituted by “minimum interference” or “positive non-interventionism” since the 
Financial Secretary, Sir Phillip Haddon-Cave coined the phrase during his tenure from 1971 to 1981. 
Norman Miner, The government and politics of Hong Kong (Hong Kong; New York: Oxford University 
Press, 1975), pp.43-47; Steve Tsang, A modern History of Hong Kong (Hong Kong: Hong Kong 
University Press, 2004), pp.172-179; David Faure, The Structure of Chinese Rural Society: Lineage and 
Village in the Eastern New Territories (Hong Kong: Oxford University Press, 1986). 
73 Johnson, “‘Patterned Bands’ in the New Territories of Hong Kong”, p.87. 
74 Observations on a collection of patterned band showed in the talk given by Tsui Yuet-ching, in 
Heung Yee Kuk building, Sha Tin, on 14 May, 2016. Conversations with a former old villager of Sai 
Kung, Mr Yip Pak-keung after the talk given by Tsui Yuet-ching, in Heung Yee Kuk building, Sha Tin, 
on 14 May, 2016. Mr. Yip personally attached to the history of patterned band as it recalls his 
memories of his mother. He told me that the patterned bands he saw during his childhood were also 
with thick white tassels in Sai Kung.  
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Apart from being regional and local markers, it was a natal representation of 
Hakka women for a life-long period. Marriage going beyond the districts was 
commonly seen in rural society of the New Territories.  A Hakka woman in Tai Po 
might marry with a man from places outside Tai Po. Even when the married 
woman was living outside her natal place, she would wear her native style of 
clothing and patterned bands, which could still indicate her birth place and 
localness after marriage.75 Therefore, the patterned band as the only textile art 
form of Hakka women represents their creativity of innovations in band weaving, 
their everydayness, their ways of comprehending the world, and the society they 
were living in. However, along with the rapid development and urbanization of 
the New Territories, the distinctions of regions and ethnic groups have greatly 
vanished. The more colorful and western style clothing started to become 
popular among the Hong Kong Chinese after the Second World War. As Johnson 
observed in 1946, women in Kwan Mun Kau Village of Tsuen Wan rarely wore 
patterned bands and many of the young generation did not notice the existence 
of the band, not to mention the skills and techniques to weave them.76  
 
4.4. Participation of Hakka Women in ICH Preservation 
As most, if not all, of the ICH items are orally transmitted across generations and 
written records are very limited, the South China Research Center of the Hong 
Kong University of Science and Technology (HKUST), the research institute 
responsible for the compilation of the inventory, mostly relies on fieldwork and 
interviews to record the disappearing cultural practices. HKUST launched a 
Territory-wide Survey of Intangible Cultural Heritage in Hong Kong to engage 
public participation. Chau Hing-wah, the Curator (Intangible Cultural Heritage) 
in the Hong Kong Heritage Museum indicates that up to the end of 2015, HKUST 
                                                          
75 Johnson, “‘Patterned Bands’ in the New Territories of Hong Kong”, pp. 88-89.  
76 Johnson, “‘Patterned Bands’ in the New Territories of Hong Kong”, p. 89. 
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received 69 reporting forms and 70 items reported in total.77 Despite the fact that 
the current data is not able to evaluate the extent of women’s participation in the 
process of compiling the inventory, this community-based survey does equally 
give a voice to both women and men.  
 
Under the Leisure and Culture Service Department (LCSD), the Intangible 
Cultural Heritage Unit was upgraded to the Intangible Cultural Heritage Office 
(hereafter ICHO) in 2015 and shortly afterward, it established an online database 
of Hong Kong intangible cultural heritage for public access. Their sources of 
knowledge for the database are from the interviewees. HKUST and ICHO are well 
aware of the potential problem that the sources from interviewees might cause 
uncertainty and reliability issues. On the homepage of the database, LCSD puts a 
disclaimer that “users are advised to verify independently the accuracy of 
materials in this database in the course of their enquiry. The interviewees, 
research institute and the LCSD are not responsible for any error or falsehood in 
the content of database”.78 
 
All of the 480 items of the ICH inventory are introduced and recorded on the 
online database of Hong Kong intangible cultural heritage. As of the item of the 
lantern band, the procedures of weaving are briefly introduced and attached with 
some pictures of the weaving tools, weavers, and the interviewees. Laam Bing-
giu ( 藍 炳 嬌 ) and Choi Ching-mui were the interviewees when the ICH 
researchers of HKUST surveyed the ICH items. According to Frances Lo, one of 
the ICH researchers, it was a coincidence to include the lantern band into the ICH 
inventory. The researchers initially aimed to conduct an interview for Zhuzhici 
                                                          
77 Chau Hing-wah, Safeguarding Intangible Cultural Heritage: The Hong Kong Experience, in Liu Tik-
sang ed., Intangible Cultural Heritage and Local Communities in East Asia (Hong Kong: South China 
Research Center; The Hong Kong University of Science and Technology; Hong Kong Heritage 
Museum, 2011), p.119. 
78 Homepage of Hong Kong Intangible Cultural Heritage, last access on 1 June, 2016 
https://mmis.hkpl.gov.hk/ich.  
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Poems (Village name in a song, Bamboo Clapper Song), which was another ICH 
item related to Hakka culture. During the interview, the interviewees mentioned 
the patterned band and showed the bands to the researchers, who decided to also 
record the materials and weaving procedures of the patterned band.79  
 
Laam Bing-giu, Choi Ching-mui and Tsui Yuet-ching are the Hakka patterned 
band practitioners, and the flow of the knowledge of weaving pattern bands went 
from Laam to Choi, and from Choi to Tsui. 80  The process of passing on the 
weaving technique from one Hakka woman to the other involved modifications 
of the techniques. As shown on the ICH online database, the band weaver in the 
pictures is Laam Bing-giu, who was the only original bearer of the weaving 
technique (See figure 9).81 Laam learned the technique from seeing her older 
female relatives weave the bands during her childhood. In the old days, Hakka 
girls would usually spend some years to learn the weaving technique by 
observing older women, as the weaving process are intricate and complex. To 
Laam Bing-giu, band weaving is an inherent knowledge and part of her daily 
practices.  It is like the language ability that has been environmentally instilled in 
her, but the workings of which she is not able to clearly explain to other people.  
 
                                                          
79 A conversation with the ICH surveyor, Frances Lo on 16 May, 2016.  
80 Interviews with Choi Ching-mui, at Choi Ching-mui’s home in Sha Tin, on 20 Jan, 2016 and 22 
February, 2016; A conversation with Lee Wai-Kuen  on 14 April, 2016. 
81 Lantern Band Embroidery Technique, 5.72, Hong Kong Intangible Cultural Heritage Database, 
Multimedia Information System website of Hong Kong Public Libraries, Last access on 2 June, 2016, 
https://mmis.hkpl.gov.hk/coverpage/-
/coverpage/view?_coverpage_WAR_mmisportalportlet_actual_q=%28%20verbatim_dc.collection%3
A%28%22Intangible%5C%20Cultural%5C%20Heritage%5C%20Collection%22%29%29%20AND+%28%
20%28%20allTermsMandatory%3A%28true%29%20OR+all_dc.title%3A%28%E5%AE%A2%E5%AE%B
6%29%20OR+all_dc.creator%3A%28%E5%AE%A2%E5%AE%B6%29%20OR+all_dc.contributor%3A%2
8%E5%AE%A2%E5%AE%B6%29%20OR+all_dc.subject%3A%28%E5%AE%A2%E5%AE%B6%29%20OR+
fulltext%3A%28%E5%AE%A2%E5%AE%B6%29%20OR+all_dc.description%3A%28%E5%AE%A2%E5%
AE%B6%29%29%29&_coverpage_WAR_mmisportalportlet_sort_field=score&p_r_p_-
1078056564_c=QF757YsWv58JCjtBMMIqonkMuIf6mNez&_coverpage_WAR_mmisportalportlet_sor
t_order=desc&_coverpage_WAR_mmisportalportlet_o=5&_coverpage_WAR_mmisportalportlet_hsf
=%E5%AE%A2%E5%AE%B6.  
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Choi Chin-mui started to return to Hong Kong from the United Kingdom in the 
winter every year since 1998. Choi, already in her sixties, noticed that Laam Bing-
giu was weaving lantern bands for the new-born sons, and began learning it from 
Laam. Yet, Choi Ching-mui found it too difficult to remember every step. As a 
result, she wrote down some notes in Arabic numbers to help memorize different 
patterns of band weaving. She gradually relied less on her own notes while she 
practiced more. Now, she can manufacture patterned bands without a glance of 
the notes. The way of inheriting patterned band embroidery technique thus was 
transformed from an intangible and inherent knowledge through observation to 
written notes.  
 
Figure 9: Band Weaving in Process. The Patterned band weaver is Laam Bing-kiu and the woman 
standing next to her in black is Choi Ching-mui, retrieved from Hong Kong Intangible Cultural 
Heritage Database. 82 
 
                                                          
82 Traditional Craftsmanship-the lantern band embroidery technique, PHICH0309, Hong Kong 
Intangible Cultural Heritage Database, Multimedia Information System website of Hong Kong Public 
Libraries, https://mmis.hkpl.gov.hk/ich, 4 June, 2016. 
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Tsui Yuet-ching is currently a Hakka culture researcher. She began dwelling on 
Hakka culture and wanted to learn weaving patterned bands a few years ago. In 
2013, Tsui was coincidently introduced to her eighty-year-old cousin, Choi Ching-
mui who learnt band weaving with her written notes. 83  Tsui Yuet-ching is a 
Hakka woman born and raised in Sai Kung. She thinks that the pattern band is a 
symbol of women’s identity. For example, she explained that those Hakka women 
who wear patterned bands in red in Sai Kung would be regarded as married 
women, and the unmarried would wear the patterned band in green to show their 
single status. 84 Tsui witnessed the process of manufacturing patterned bands 
during her childhood but did not learn the technique of weaving the band. When 
Tsui Yuet-ching approached Choi and expressed her wish to learn weaving 
patterned band, Choi passed to Tsui the written notes with a series of Arabic 
numbers.85 
 
Tsui Yuet-ching endeavored to study Choi’s notes in Arabic numbers to crack the 
secret code of patterned band weaving. She was frustrated at the beginning but 
got inspired soon by her metrological knowledge from her undergraduate 
study.86 She tried using coordinates X and Y to mark the shape of the pattern on 
graph paper and followed the marked points on the paper to weave patterned 
bands. As a result, she invented a methodology of manufacturing patterned band 
of her own, which can be described as an invention of tradition. After that, she 
began to introduce and demonstrate her invented methodology to the public. 
When members of the public get to learn the skills of patterned band weaving 
                                                          
83 An interview with Tsui Yuet-ching, at Choi Ching-mui’s home in Sha Tin, on 20 Jan, 2016. 
84 “Kejia Huadai Bianzhi Xiyou Xuanren 客家花帶編織喜有傳人”, Hong Kong Commercial Daily 香港
商報, 18 April, 2014. 
85 An interview with Tsui Yuet-ching, at Choi Ching-mui’s home in Sha Tin, on 20 Jan, 2016; A 
conversation with Lee Wai-Kuen  on 14 April, 2016. 
86 Tsui Yuet-ching majored in metrology and obtained her bachelor degree in South China University 
of Technology in Mainland China. Liu-ting Xian 冼柳延, “Xiangxin Mingxun Jianding Zou Ziji de Lu—
Fang Xianggang Xiaoyou Xu Yue Qing 相信命運 堅定走自己的路——訪香港校友徐月清”, in 
Huagong Ren 華工人，edited by Alumni Association of South China University of Technology, 
Guangzhou: South China University of Technology Press, 2013, p.348. 
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from Tsui, what they inherit is not a cultural heritage, but a newly invented 
practice by Tsui. 
 
In a fast-changing city like Hong Kong, the original social meanings the patterned 
band carries have long disappeared. Objects are a carrier of intangible heritage. 
For safeguarding intangible cultural heritage, it is a very crucial step to preserve 
the objects as well as the social network which produces and maintains the 
knowledge of intangible cultural heritage. The dichotomized concept of tangible 
and intangible cultural heritage engenders ignorance of the social organization 
behind the ICH items. However, it is impossible to reverse the time and let Hakka 
girls sit next to their older female relatives seeing them weave patterned bands 
for years. Hardly can the people who are interested in patterned bands spend 
years to acquire the technique of band weaving. Therefore, the process of 
inheriting band weaving has undergone the transformation from inherent 
knowledge to written numbers, and from written numbers to graph marking.  
 
Tsui Yuet-ching became a representative and spokeswoman of Hakka culture 
with high publicity under the trend of heritage preservation. While the authentic 
cultural bearer Laam Bing-giu stays low-profile, Tsui Yuet-ching and Choi Ching-
mui often appear in official representations about patterned band weaving such 
as a video in Hong Kong Museum of History, in workshops organized by Hong 
Kong museums, and in television programs of Radio Television Hong Kong 
(RTHK).87  However, neither of them presents the technique of band weaving as 
a form of inherent knowledge as Laam Bing-giu has. In spite of this, being Hakka 
women as they claim, they are making self-representations to show off their 
                                                          
87 Knowledge Zone is an education television program and is regularly played in primary schools. 
“Intangible Treasure: Hakka Patterned Band”, Knowledge Zone 漫遊百科, Episode 1, 27 June,2015, 
http://programme.rthk.hk/rthk/tv/programme.php?name=tv/knowledgezone2015&d=2015-06-
27&p=6901&e=311172&m=episode; “Hong Kong Intangible Cultural Heritage: Hakka Patterned 
Band”, Cultural Heritage Premium 文化匯長河, Episode 12, 4 March, 2015, 
http://podcast.rthk.hk/podcast/item_epi.php?pid=777&lang=zh-CN&id=51316.    
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ingenuity. By inventing the new ways of weaving patterned bands, they are at the 
same time representing the Hakka women.  
 
One of the limitations of safeguarding ICH is that some of the knowledge about 
ICH items is unverifiable. Tsui Yuet-ching claims in public interviews, talks and 
lectures that the history of patterned bands has already been at least three-
hundred years long. Such statements are based on her own assumption, which 
goes like this:  The color combination of patterned bands in Tai Po is 
predominantly blue and white. And Tai Po was famous for the production of blue-
and-white porcelain (青花瓷 ) since the Ming dynasty. Therefore, there is a 
causation between Tai Po patterned bands and the blue-and-white porcelain (青
花瓷) industry in Tai Po.  Whether Tsui’s assumption is true or not, there is a lack 
of sources with which to conduct any verification. But the significance of the 
patterned band is attached with unverifiable historical value by Tsui Yuet-ching, 
a custodian of Hakka culture. 
 
Even so, the prevalence of ICH confirms the cultural values of female bearers and 
produces opportunities for Hakka women to present and represent Hakka 
culture and heritage on various occasions with high publicity. The process of 
learning and promoting patterned bands gathers a group of people to work on it 
together and generates a sense of belonging to the Hakka community, and also 
marks the boundary of the Hakka ethnicity in Hong Kong as well. Despite the 
distortion and invention made by the Hakka representatives, the Hong Kong 
government’s undertaking to safeguard ICH produces a platform for the local 
community to voice out their aspiration to preserve and promote their own 
culture.  
 
 
151 
 
4.5. Roles of Hakka Men in safeguarding Patterned Bands 
As pointed out in previous chapters, the roles of Hakka men were and are under-
represented in historical records and museums. The studies on Hakka women 
flourish, which tend to adopt the lens of exploitation to look at how the Hakka 
women suffered in the patriarchal society. This perspective relegated Hakka 
women to the status of victims. The study on women should be conducted in 
relation to men. Where are the Hakka men when there are overwhelming 
scholarship and occasions showing the significance of Hakka women to represent 
Hakka culture in the upsurge of cultural heritage?  
 
The ICH items like the patterned band are gender-bound. The technique of 
weaving patterned band is generally perceived as women’s practice. In the past, 
if a man did weaving, people would laugh at him for doing the feminine task. Yet, 
it did happen while a boy was determined to show his sincerity to the girl whom 
he fell in love with. 88  With a different value system today, the weaving of 
patterned bands is less bound to gender. Mr. Lam Wai-yan (林偉恩),89 who is a 
Hakka studying at HKUST, explains in a public lecture on patterned bands why he 
attempted to learn the patterned band weaving, that he considered pattern bands 
as an object to memorize his grandmother who passed away in 2014. As he recalls 
his memories, “my grandma told me that only women would do the weaving and 
no men would do this practice. I think patterned band weaving should not be 
exclusive of men. I saw her weave when I was a kid and now I want to learn the 
weaving as a way to express the sentiment of missing my grandmother. Besides, 
as a Hakka, I should acquire the practice of Hakka culture.”90 Mr. Lam is acclaimed 
as an exemplar of filial piety (孝心少年) by Tsui Yuet-ching and some of the 
                                                          
88 Interviews with Choi Ching-mui, respectively at Choi Ching-mui’s home and the ancestral Hall of 
Tang clan in Sha Tin, on 20 Jan, 2016 and 22 February, 2016. 
89 Lam Wai-yan’s mum is a Hakka in Shenzhen. He gets closer to his mum’s lineage and speaks Hakka. 
He also regards himself as a Hakka. A conversation with Lam Wai-yan after the talk given by Tsui 
Yuet-ching, in Heung Yee Kuk building, Sha Tin, on 14 May, 2016. 
90 He explained to the audience why he would like to learn band weaving in the talk given by Tsui 
Yuet-ching, in Heung Yee Kuk building, Sha Tin, on 14 May, 2016. 
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audience. 91  The traditional gender-bound concept towards patterned band 
weaving weakened in a less gender-divided society today. With the rise of gender 
equality, the gender restrictions or taboo are liberated from the old value system 
in order to get more manpower and participants in the heritage practice, as Liu 
Tik-sang has illustrated in the case of Tai Hang Fire Dragon Dance.92 
 
Another example to show the roles of Hakka men in safeguarding the patterned 
band weaving is Mr. Yip Pak-keung (葉柏強), who is a former villager of Sai Kung. 
He was emotionally attached to the patterned band because it carries the lovely 
bits of the old days with his beloved mother. Mr. Yip spoke up in the sharing 
session of the patterned-band talk. He said, “Every time when I talk about my 
personal connections with the patterned band, I can’t control my emotion. The 
patterned band means a lot to me. I still keep the patterned band woven by my 
mother. When I was a kid, my mother carried me on her back to go working in 
the field……” He tried to hold back his tears and continued, “I had no toys at that 
time. The tassels of the patterned band dangling from my mum’s hat were the 
only toy I had. The patterned band is wet with my mum’s sweat. I will never wash 
the band because it contains the smell of my mum. My mum’s “sweat” (hardship) 
raised us up. The patterned band reminds me how deep my mum’s love is.” Tears 
eventually fell from his eyes.93 The audience was moved by Mr. Yip’s sharing.  
 
Mr. Yip knew Tsui Yuet-ching on an occasion and told her what patterned band 
meant to him. After knowing Tsui wanted to learn band weaving from her cousin 
Choi Ching-mui, he encouraged her a lot. He even drove her from Hong Kong 
Island to Sha Tin to learn patterned band weaving once a week in 2013. He is the 
                                                          
91 Observations in in the talk given by Tsui Yuet-ching, in Heung Yee Kuk building, Sha Tin, on 14 May, 
2016. 
92 Liu Tik-sang, “’Tradition’ versus ‘Property Inherited’: The Construction of meanings for Hong 
Kong’s Intangible Cultural Heritage, p.272-273. 
93 A speech given by Mr Yip Pak-keung in the talk of patterned band, in Heung Yee Kuk building, Sha 
Tin, on 14 May, 2016. 
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Hakka man behind the scenes of heritage inheritance when the Hakka women are 
on the front stage. 
 
Mr. Yip Pak-keung thinks that it is his responsibility to promote Hakka culture. 
As he is the founder of a bi-weekly newspaper called Europe Commercial News-
England (歐洲商報-英國版), he decided to publish a series of articles about 
Hakka culture in the newspaper since February 2016.94 Tsui Yuet-ching wrote a 
couple of articles about Hakka patterned band, cool hat, and dumpling (茶粿). Lau 
Min-choy also introduced the Hakka unicorn dance.95 The newspaper is mainly 
delivered to the Chinese communities in London, Manchester, Leeds, and 
Yorkshire. Mr. Yip voluntarily contributes his efforts to safeguard Hakka culture 
in a low-profile manner compared to the Hakka women like Tsui Yuet-ching. 
 
More significantly, Mr. Yip Pak-keung revitalized the function of patterned bands 
in the ritual of the wedding. He prepared a dowry camphorwood chest with two 
patterned bands, one with the pattern of sesame seed and the other with a 
particular pattern on the door of the chest for his daughter’s wedding held in June 
2016.96 In the ritual to bid farewell to the bride-to-be, Mr. Yip Pak-keung’s son 
followed the tradition by pushing the patterned band of sesame seed inside the 
chest and pulled another one out of the chest. Unlike the wishes for fertility in the 
old days, he wishes the bride-to-be a happy life ever after marriage. The 
patterned bands, instead of being woven by the bride-to-be, were prepared by 
her father, Mr. Yip Pak-keung, as dowry and woven by Tsui Yuet-ching.97 Even 
                                                          
94 A conversation with Mr Yip Pak-keung after the talk of patterned band, in Heung Yee Kuk building, 
Sha Tin, on 14 May, 2016. 
95 Tsui Yuet-ching, “Hakka Patterned Band”, Europe Commercial News-England (歐洲商報-英國版), 
Issue 142, 29-02-2016; Tsui Yuet-ching, “Hakka Hat”, Europe Commercial News-England (歐洲商報-
英國版), Issue 143, 03-03-2016; Lau Min-choy, “Hakka Unicorn Dance (1)”, Europe Commercial 
News-England (歐洲商報-英國版), Issue 144, 18-03-2016; Lau Min-choy, “Hakka Unicorn Dance (2)”, 
Europe Commercial News-England (歐洲商報-英國版), Issue 145, 08-04-2016; Tsui Yuet-ching, 
“Hakka Dumpling”, Issue 146, 22-04-2016. 
96 A conversation with Mr. Yip Pak-keung on 16 May 2016. 
97 An email from Mr. Yip Pak-keung dated on 6 July, 2016. 
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though the preparation of the band and the meanings of the ritual are not exactly 
the same as in the past, Mr. Yip endeavored to revitalize the ritual significance of 
the patterned band in his dear daughter’s wedding. Yet, very little attention is 
paid to the contribution of Hakka men like Mr. Lam and Mr. Yip to the inheritance 
and practice of Hakka culture. Their roles are unseen in the media coverage.  
 
4.6. NGO’s Representations of Hakka Women  
Before the ICH inventory was released in 2014, Hakka mountain songs were 
usually presented not in the name of safeguarding ICH but were promoted in 
various media simply as a form of cultural conservation.98 Globalization, the rise 
of localism, and sentiments against over-development have created an 
atmosphere of nostalgia in which people reminisce about the good old days and 
bittersweet memories, and have motivated people to try to construct a bigger 
picture to make sense of how the past generations built up today’s Hong Kong.  
 
Under such circumstances, Hakka culture became an element of localness and 
nostalgia to Hong Kong people when they are in search of Hong Kong identity. 
The general perception of Hakka culture is then turning from negatively 
backward to positively recognized as local elements, and is taken as a part of a 
local identity. More and more activities and exhibitions organized by non-
government organizations (NGOs) are themed on local culture. Hulu Culture, 
established in 2009, is one of the NGOs to show concern to the rapid 
disappearance of localness of Hong Kong. Their main missions are to preserve 
local culture, represent the local spirit and stimulate folk creativity.99 They have 
                                                          
98 Booklet of Exhibition: Fusion of Horizons by Hulu Culture, distributed in April, 2016; “Excuse me, I 
Want to Let You Know that Singing Mountain Song Could Determine Your Destiny”, Apple Daily, 24 
November, 2004 ; “Hakka in Hong Kong: Hong Kong Rapper, Lau Fook-kiu”, Ming Pao, 25 May, 2015; 
“Hong Kong Story – Music . People: A Forgotten Chapter of Music (Hakka Folk Song)”, Radio 
Television Hong Kong (RTHK), 23 May, 2015. “A Study of Hakka Women’s Life in the Mountains”, in 
The Booklet of “Fusion of Horizons”, April, 2016, pp.78-79. 
99 Main page of Hulu Culture, Last access on 2 June, 2016, http://www.huluhk.org/.   
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been organizing the Hong Kong Jockey Club Heritage × Arts × Design (H.A.D.) 
Walk Project annually for six years and two of them are largely pertaining to 
Hakka culture, which has proven to be popular among the general public, with 
more than 40,000 visitors recorded in the first exhibition of Hakka culture held 
in the period from December 2012 to March 2013.100  
 
The exhibitions of Hulu Culture are funded by The Hong Kong Jockey Club 
Charities Trust with HKD$14 million to expand the community project in six 
districts in 2014. Sha Tin and Sai Kung are two of the districts that they are 
working on this year. The Hong Kong Jockey Club (HKJC) is building up a 
reputation by funding various NGOs to develop community projects. In order to 
obtain funding from the HKJC, the NGOs have to submit proposals to estimate the 
public reception of the proposed activities and how much the HKJC would benefit 
through offering funds to the NGOs. Under the rise of localism, “local culture” has 
become a popular tag in the media and commercial markets. Hulu culture is one 
of the products in the trend of localness and cultural preservation, and it has 
managed to obtain considerable funding from the Hong Kong Jockey Club. 
 
Hulu Culture engages in cultural preservation with an interactive model 
constituted with the elements of tradition, art and design. The undersecretary for 
the Home Affairs Bureau, Florence Hui Hiu-fai (許曉暉), attended the opening 
ceremony of an exhibition organized by Hulu Culture entitled “Fusion of 
Horizons,” which is mainly about Hakka culture in Sha Tin and Sai Kung. In the 
speech she gave at the exhibition on 30 April, 2016, she stated that “getting the 
young people together to walk through the corners of the district and strengthen 
their knowledge about local community are one of the important tasks of the 
Home Affairs Bureau. No matter it is cultural preservation or intangible cultural 
preservation, we hope to utilize different formats and approaches in order to 
                                                          
100 “A Wishing Tree in Tsuen Wan”, Oriental Daily, 14 February, 2016.  
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enhance the public understanding of Hong Kong culture.” 101  In Hui’s speech, 
strengthening a sense of belonging to the community among the youth and 
raising public interest in Hong Kong culture are highlighted. Hakka culture here 
is often presented under the title of local culture since it has been considered as 
a part of Hong Kong localness. To the government, manipulating the ways people 
interpret heritage and the past is a means to maintain social stability. Besides, as 
long as it can enhance public understanding of local culture, innovative ideas and 
practices to present people’s lives in the past are welcomed.  
 
Iman Fok and Simon Go, founders of Hulu Culture and the curators of the 
exhibition “Fusion of Horizons”, assert that intangible cultural heritage is a vital 
part of their interest and research. 102   They especially focused on patterned 
bands and mountain songs in the exhibition, which they believe could represent 
the images and lives of Hakka women in the past. Simon Go and his team 
approached Tsui Yuet-ching and Choi Ching-mui for their knowledge about 
patterned bands. Hulu Culture focuses more on how the Hakka women see 
patterned bands and what patterned bands mean to them, which differs from the 
presentation of the ICH inventory. Tsui emphasizes the significance of patterned 
bands as an identifier of women’s marital status. To her, it would be a great pity 
to lose such a meaningful craftwork. Choi Ching-mui expresses that “these 
patterned bands were very popular in the past. When the Hakka girls worked in 
the field, they put a beautiful patterned band on their hat and apron. If I did not 
wear a patterned band, I would not be as attractive as other girls who were 
wearing the bands. So I was hardworking on band weaving when I was young.”103 
Choi shows her girlish notion of beauty and her mentality of caring about her 
outlook. She sees it as a tool to make her no less attractive than other girls. Choi’s 
pictures and her views on patterned bands are widely publicized in the exhibition, 
                                                          
101 An observation made at the opening ceremony of an exhibition “Fusion of Horizons” on 30 April, 
2016. 
102 Iman Fok and Simon Go, “Curatorial Statement”, in The Booklet of “Fusion of Horizons”, April, 
2016, pp.4-5.  
103 “A Study of Hakka Women’s Life in the Mountains”, in The Booklet of “Fusion of Horizons”, April, 
2016, pp.84-85. 
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in the booklet, and on the websites, which are her self-representations of Hakka 
culture. To ordinary Hakka women like Choi Ching-mui, the patterned band is an 
object that represents Hakka women’s desire to look prettier.  
 
In the exhibition, Hakka mountain songs are another medium to discover Hakka 
women’s stories. Lau Fook-kiu (see section 4.3.1)104 and Sung Gei-tai (宋己娣, 
1940-  )  are famous Hakka singers in Sai Kung. Lau Fook-kiu lived with her mum 
and helped with the farm work in Shenzhen (深圳) when she was a kid. As 
farming was such hard work, she always sang in the field to make life easier. As 
the booklet introduces, the romance between Lau and her husband started with 
singing mountain songs. “I was eighteen at that time. There was a cow shepherd 
passed by and sang a song to tease me while I was cutting hay. I replied a few 
lines and then he sent a matchmaker to propose marriage to me,” Lau said.105  
 
The media constructed a simplified and romantic story about how Lau Fook-kiu 
fell in love with her husband through singing.106 Choi Chi-cheung, a prominent 
local historian shares his experiences of doing field work in Sha Tau Kok and Ha 
Tsuen. He found that the villagers’ knowledge of their own history was greatly 
                                                          
104 She is the interviewee in Cheung Kowk-hung’s thesis as mentioned above. Her marriage story by 
singing mountain songs was widely circulated in the media and demonstrated that starting a 
romance or marriage through singing mountain songs was not uncommon. However, as articulated 
by Chan Wing-hoi and Cheung Kowk-hung, singing flirting song was not usual between sexes since 
“the spies” would report to the girl’s parents and ruin her reputation within the moral system of the 
old days. More importantly, before the widespread media coverage on her story and mountain song, 
Lau Fook-kiu clearly remarked that her marriage was arranged by her parents to end the “close 
friendship” with her husband. 
105 “A Study of Hakka Women’s Life in the Mountains”, in The Booklet of “Fusion of Horizons”, April, 
2016, pp.78-79; “Excuse me, I Want to Let You Know that Singing Mountain Song Could Determine 
Your Destiny”, Apple Daily, 24 November, 2004 ; “Hong Kong Story – Music . People: A Forgotten 
Chapter of Music (Hakka Folk Song)”, Radio Television Hong Kong (RTHK), 23 May, 2015. “A Study of 
Hakka Women’s Life in the Mountains”, in The Booklet of “Fusion of Horizons”, April, 2016, pp.78-79.   
106 “A Study of Hakka Women’s Life in the Mountains”, in The Booklet of “Fusion of Horizons”, April, 
2016, pp.78-79; “Excuse me, I Want to Let You Know that Singing Mountain Song Could Determine 
Your Destiny”, Apple Daily, 24 November, 2004 ; “Hong Kong Story – Music . People: A Forgotten 
Chapter of Music (Hakka Folk Song)”, Radio Television Hong Kong (RTHK), 23 May, 2015. “A Study of 
Hakka Women’s Life in the Mountains”, in The Booklet of “Fusion of Horizons”, April, 2016, pp.78-79.   
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shaped by the anthropologists Maurice Freedman and Rubie Watson, who 
conducted anthropological work in the village. It is an illustration of how the 
outside researchers influenced the villagers’ own understanding of their past.107 
In a similar vein, Lau Fook-kiu is told by the media how romantic her marriage 
was and she repeats the media’s version of her marriage. As a result, Lau’s story 
about her marriage and mountain songs has been standardized by the mutual 
influences between the media and Lau Fook-kiu herself. Lau Fook-kiu now sees 
the mountain song as a true matchmaker for her happy marriage, a carrier of 
personal memories and a medium that helped develop her singing ability. She has 
been invited to do performances of Hakka mountain songs on different occasions 
by various organizations in recent years. It may not be surprising to see further 
standardization of her stories and performances in the future.108 
 
In contrast, Sung Gei-tai had a more difficult marriage. “I got married when I was 
seventeen, by eighteen my husband left for the United Kingdom to work.” She was 
pregnant at that time. Being alone, she had to be work independently to take care 
of everything for the family for several years before going to the UK to reunite 
with her husband. When Sung was depressed, singing was a way to vent out her 
emotions.109 Sung takes mountain songs as a hobby and also a helper to take 
solace during the loneliness of her hard times. Although Hakka mountain songs 
hold different meanings to Sung and Lau, singing them undoubtedly plays an 
important role in their lives. While Hakka women’s experiences, memories, and 
emotions are absent in the government’s promotion to safeguard ICH, the NGOs 
such as Hulu Culture put the emphasis on Hakka women’s individual thoughts 
and stories to make a more lively presentation and to reflect the social context of 
                                                          
107 Choi Chi-cheung, “The Construction of History 歷史的塑造”, in Hong Kong History, Culture and 
Society (Teaching and Learning Essays), ed. Liu Tik-sang, Cheung Siu-woo and Choi Chi-cheung (Hong 
Kong: South China Research Center of HKUST, 2001), PP.257-258. 
108 Choi Chi-cheung, “The Construction of History 歷史的塑造”, in Hong Kong History, Culture and 
Society (Teaching and Learning Essays), ed. Liu Tik-sang, Cheung Siu-woo and Choi Chi-cheung (Hong 
Kong: South China Research Center of HKUST, 2001), PP.257-258. 
109 “A Study of Hakka Women’s Life in the Mountains”, in The Booklet of “Fusion of Horizons”, April, 
2016, pp.80-81. 
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the past. It is no doubt that Hulu Culture, based on Lau Fook-kiu’s recollections, 
helps standardize Lau’s story of the mountain songs. One of the strengths of the 
NGOs is that they enjoy more freedom to make a livelier exhibition to promote 
ICH without the rigid administrative framework.  
 
Hulu Culture also cooperates with local artists and students to produce artwork 
and displays in the exhibitions, which greatly transforms the meaning of Hakka 
culture from rural and outdated to modern and fashionable. Simon Go is a part-
time lecturer teaching fashion design in the Technological and Higher Education 
Institute of Hong Kong (THEi). Tsui Yuet-ching was invited to be a guest lecturer 
to teach the technique of weaving patterned bands with her newly invented 
methodology.110 Tsui’s invented traditional skill is presented in the lecture as an 
intangible cultural heritage with a long history and as a legacy from ancestors. 
The students are also instilled with a perception that the characteristics of Hakka 
women are strong and independent. They were required to use Hakka elements 
in fashion design and their works were shown on the catwalk in an exhibition in 
Sai Kung on 30 April 2016. (See figures 2 and 3)111 Hakka hat and the patterned 
band are the two main elements, which are given a totally different appearance 
and usage in the new designs. The student designers expressed that “we do not 
think that Hakka patterned band is outdated!”112 The public perception of Hakka 
clothing is renewed with a modern fashion sense and repackaged to represent 
Hakka culture and Hakka women to the visitors. As a result, it is a fashion rather 
than tradition, and a performance rather than preservation. 
                                                          
110 A conversation with Simon Go, at Choi Ching-mui’s home in Sha Tin, on 20 Jan, 2016. 
111 Observations made in the opening of “Fusion of Horizons” exhibition in Sai Kung, on 30 April, 
2016. Such catwalk is titled as Hakka Amour Fashion Show also run at the opening of Hong Kong 
Intangible Cultural Heritage Centre in Sum Tung Uk Museum on 18 June, 2016. The Intangible 
Cultural Heritage Unit invited Hulu Culture to offer the catwalk show on the opening day. It means 
that the government is willing to cooperate with NGOs and accepts cultural heritage to be presented 
in such fashionable ways.  
112 “Hand-made Patterned Band with Fashion inherits Hakka Culture”, Oriental Daily, 28 April, 2016. 
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Figure 10: The patterned bands are worn on the female model. (Source: Hulu Culture’s Facebook 
Page). 
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Figure 11: Hakka hat is transformed into a white-laced hat. (Source: Hulu Culture’s Facebook Page) 
 
In the exhibition, Hulu culture put authenticity after visual attractiveness to the 
public since the public response is a major standard HKJC adopted to evaluate the 
success of the exhibition. The research team of Hulu culture, similar to the 
museum mentioned in the previous chapter, unconsciously adopts the idea of 
essentialism. They simply employ the popular images and perceptions of Hakka 
culture and Hakka women, repeating and strengthening the existing discourses. 
All the images of Hakka women shown in the exhibition are typically attached to 
the cool hat or head cloth, patterned band, a set of dark-colored clothing and 
working in the field. The well-known photo of a Hakka woman taken by Hedda 
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Morrison113 is printed in the exhibition booklet. The picture, originally black-and-
white, was made more visually attractive by coloring the patterned band in 
accordance with Tsui Yuet-ching’s description of Hakka customs. It distorts the 
originality of the picture and might misrepresent the color combination of Hakka 
women’s clothing.114  
 
4.7. Conclusion 
Thanks to the surging waves of cultural preservation and local culture, Hakka 
women have been receiving increasing opportunities to share their knowledge 
and story in different types of media. Even though they more or less talk about 
the same story to the researchers of HKUST and the NGOs such as Hulu Culture, 
there are noticeable differences in the presentation between the official and 
unofficial versions. While the ICH inventory focuses more on the descriptive 
content of the ICH items, Hulu Culture highlights the Hakka women’s individual 
memories and experiences. In either way, the ordinary Hakka women’s voices are 
heard and their images are seen as self-representations of Hakka women. This 
fulfills one of the core purposes of safeguarding ICH, that is, to include the voices 
of local communities and eliminate gender inequality through increasing the 
visibility of women. The Hakka women‘s values as cultural bearers or 
transmitters of ICH items are recognized and confirmed by the government and 
the communities. At the same time, the Hakka women are empowered by public 
recognition despite the fact that the process of promoting ICH tends to modify, 
transform, and even distort the images of Hakka women, and promote the 
invented technique of band weaving. 
 
In contrast, Hakka men’s voices are muted in the rise of Hakka women’s 
representations and self-representation. Mr. Lam Wai-yan as a Hakka man 
                                                          
113 Hedda Morrison is a German photographer who is internationally renowned for close shot on 
minority people. 
114 The exhibition leaflet, “Fusion of Horizons”, by Hulu Culture in April 2016. 
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endeavors to inherit the technique of band weaving in spite of the fact that the 
technique is recently invented by Tsui Yuet-ching. It relaxes the gender-bound 
concept of the weaving practice and encourages more Hakka men to join in the 
inheritance of the weaving technique. Another Hakka man, Mr. Yip Pak-keung, 
helped Tsui Yuet-ching inherit the band weaving technique and published 
articles about Hakka culture in the newspaper. More significantly, he revitalized 
the ritual function of the patterned band in his daughter’s wedding, making it part 
of the living cultural practice. However, their contribution to Hakka cultural 
preservation is largely unheeded and ignored.  
 
With the disappearance of rural society, what kinds of Hakka culture are 
inherited and preserved in the endeavor to safeguard intangible cultural heritage? 
The patterned band and mountain song no longer functioned the way they used 
to. When the ICH items are promoted to cater to the public appetite, they have 
undergone transformation, distortion, and invention, which erases their original 
meanings as being rural, outdated and backward. The ICH items expand their 
representations from rural lives to a globally recognized cultural practice and an 
essence of local culture amid the waves of cultural preservation. From the 
practice of “safeguarding” heritage, the ICH items are recreated to be a fashion 
and performance. The process of preserving and promoting ICH therefore 
paradoxically triggered modifications, distortion, and invention of cultural 
practices. The slogans and enforcement of cultural conservation may have 
ironically accelerated the loss of originality and authenticity of the ICH items. 
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Conclusion: Artificial Ethnic Boundaries and Features 
When I went to Choi Ching-mui’s home in Sha Tin for the first time, Hulu Culture 
was filming the weaving procedures of patterned bands. Tsui Yuet-ching and Choi 
Ching-mui were interviewed in front of the camera. The questions of the 
interview were prepared, and Choi Ching-mui and Tsui Yuet-ching were 
instructed to talk about their views on patterned bands and demonstrate the 
technique of band weaving. Tsui Yuet-ching, Choi Ching-mui and the team of Hulu 
Culture were very pleased to know that I was a Hakka and doing research on 
Hakka culture, and they enthusiastically invited me to put on a set of Hakka 
clothing and model for them. Choi got a fine piece of cloth, a patterned band, and 
an apron, and put the so-called typical and traditional Hakka costumes on me. 
They were pleased with my “Hakka look”. “That’s how my older cousin looked 
like when I was a kid!” Tsui Yuet-ching exclaimed. Choi Ching-mui also said with 
satisfaction: “It is so lucky that I have your size of clothing. You are a real Hakka!” 
The team of Hulu Culture was also fascinated by my “Hakkaness”. “The Hakka 
clothing matches you very well because you are a Hakka!”1 
 
The photographer of Hulu Culture took a few shots of me with the Hakka clothing 
on and also a video clip about my views on Hakka culture in Hong Kong spoken 
in Hakka dialect. They were planning to show the pictures and video in the 
exhibitions, which can be seen as part of the long historical process of 
constructing the images of Hakka women. After much cogitation, I gently 
expressed my concerns to Hulu Culture and declined their suggestion. It is ironic 
that the primary aim of my research is to deconstruct the public perception of 
Hakka women, but unconsciously I helped strengthen the conventional images of 
Hakka women, at least in the eyes of Tsui Yuet-ching, Choi Ching-mui and the 
team of Hulu Culture. 
 
                                                          
1 Observations made at Choi Ching-mui’s home in Sha Tin on 20 January, 2016.  
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This thesis has shown the historical process through which Hakka women’s 
images have been constructed, standardized and presented since the 19th century. 
What we perceive as the essential characteristics of Hakka women today are in 
fact historically constructed and utilized for various purposes by different agents, 
including Western missionaries, Hakka elites, museum curators and heritage 
preservationists.  This long historical process has made the Hakka women 
increasingly visible in the public scene.2 
 
Regarding the question as to why the virtues of Hakka women are constantly 
reinforced, some scholars argue that it was the men who attempted to manipulate 
the representations of Hakka women to justify their exploitation of women. 3 
However, in the case of Hakka folk songs and the roles of Hakka women played 
in safeguarding ICH, we can see that they have their own space to create and 
recreate their own culture, and express themselves even in a male-dominated 
society. On the contrary, the significance of Hakka men in museum displays and 
ICH promotion are downplayed, if not absent. As Hung Hsin-lan and Helen Siu 
have reminded us, the study of Hakka women should be liberated from the lens 
                                                          
2 Structuralism is a useful approach to help look at the whole process of the construction of Hakka 
women’s images. It is a means to distinguish the real and imaginary. The symbols or signifiers we 
perceive today are only the appearance of the meaning which is not intrinsic but arbitrary and 
incarnated. Only when one retrieves the structure, can the “real thing” lying under the surface of 
meaning be found. Alison Assiter, “Althusser and Structuralism”, The British Journal of Sociology, Vol. 
35, No. 2 (Jun., 1984), pp. 272-296; Gilles Deleuze, “How Do We Recognize Structuralism?”, in David 
Lapoujade ed., Michael Taormina trans., Desert islands and other texts, 1953-1974 (Los Angeles, 
Calif.: Semiotext(e) ; Cambridge, Mass. : Distributed by MIT Press, 2004), pp. 169-191. 
3 Chen Li-hua concluded that the advocates of the widows’ chastity were served for the local elites’ 
purposes to elevate the moral standard of the village and to get awarded by the Central 
government.  Chen Li-hua, “Chaste Widows and Local Society in Liudui of Taiwan in Qing Dynasty”, in 
ed. Lian Rui-zhi and Zhuang Ying-zhuang, Hakka, Women and Marginality 客家、女性與邊陲性 
(Taipei: SMC Publishing Inc., 2010), pp.21-50; Xia Xiao-juan revealed that the industriousness and 
frugality of (Hakka) women are motivated by the social expectation and pressure. Another scholar, 
Zhong Xiu-mei is in the line with Xia and confirmed that such social pressure is generated by men. 
More importantly, the heavy workload of Hakka women further strengthened the obligations and 
responsibilities withing the domain of family and society. Hung Hsin-Lan, Hakka Women’s Working 
Perception in Social Practice: Hakka Women’s daily dialogue and rituals in Lives 客家婦女「勞動人
觀」的社會實踐：美濃客家女性日常語彙與生命儀式之相關分析, in Studies of Hakka Culture 
and Industries 客家文化與產業發展研究, Wang Jianzhou ed. (Guilin Shi: Guangxi shifan daxue 
chubanshe, 2007), pp.692-693. 
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of exploitation and victimhood and we should position Hakka women in relation 
to Hakka men to achieve a more balanced analysis.  
 
The construction of Hakka women’s images began in the early nineteenth century 
in Chinese writings while it started in the mid-nineteenth century in English 
publications.4 Hakka women were invisible in written records in the patriarchal 
society until the early nineteenth century. The conflicts and battles between the 
Hakka and Punti people engendered the demands to distinguish one from the 
other. Hakka women, used as a signifier of the Hakka culture, were constructed 
as more able-bodied, industrious, independent and capable than other Chinese 
women to justify the superiority of the Hakka people. This discourse was 
repeated afterwards. As of the English world, the making of Hakka women began 
in the mid-nineteenth century when the Hakka leaders of the Taiping Rebellion 
caught the attention of the Europeans who thought that there would be a great 
chance to convert and “civilize” the vast country of China into Christianity. Hakka 
women thus received a lot of compliments produced by the Western missionaries. 
The discourses on Hakka women gradually built up during the nineteenth 
century but the English publications remained unknown to most of the Chinese 
population, and there was very little exchange of knowledge on Hakka women 
between the Chinese elites and Western missionaries prior to the twentieth 
century.  
 
                                                          
4 In imperial China, Hakka women were not the only ethnic women portrayed in historical sources. 
Stevan Harrell argues that the portrayal of women was part of the civilizing project of the Han 
people. The narratives of women connoted the meaning of erotica and thus violated the strict moral 
codes of Han society. On the contrary, official records created by the Han Chinese made many 
references to the women of Shaoshu Minzu (Minorities), which, according to Harrell, can be seen as 
a way for the Han Chinese to express their cultural superiority.  In a different vein, Hakka women 
were used as a symbol of Han and civilization in Hakka people’s writing and missionary works, but 
were not utilized by the Punti people as a means to stigmatize Hakka as peripheral or barbarian. 
Stevan Harrell, “Introduction”, in Cultural Encounters on China’s Ethnic Frontiers, Stevan Harrell ed. 
(Seattle: University of Washington Press, 1995), pp.3-36.  
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The exchange of knowledge on Hakka people between the East and the West 
happened at the turn of the twentieth century. The pioneer of Hakka study, Lo 
Hsiang-lin, based on the written records in both Chinese and English languages, 
highly applauded the merits of Hakka women such as independence, diligence, 
and upholding a high standard of hygiene. The images of Hakka women were 
constantly consolidated by Lo’s work and by the female magazines in the 
Republican period to legitimize the Han origin of Hakka people and to propagate 
an ideal womanhood of modern China.  
 
Although Hakka women were frequently represented in various English and 
Chinese sources, their voices were muted in those representations. It was not 
until the study on Hakka women flourished in the 1990s that Hakka women’s 
own views on their lives and their folk literature began to be considered and 
discussed. Even though the images of Hakka women are questioned by a few 
scholars like Nicole Constable and Hung Hsin-lan, the stereotypes of Hakka 
women are still prevalent in museum and ICH preservation. The characteristics 
of Hakka women constructed by various agents are positively accepted by the 
ordinary Hakka women themselves.  As cultural practitioners and spokespeople 
for Hakka culture, the Hakka women get empowered and receive public 
recognition in the process of presenting the Hakka culture. They unconsciously 
repeated what they are told about the representations of Hakka women and have 
ironically turned the representations into their own self-representations. As a 
result, they further contribute to the strengthening of the constructed images of 
Hakka women.  
 
Seeing Hakka Women from a Comparative Perspective 
Despite the fact that the images of Hakka women are historically constructed, 
they are largely generalized and presented in the Hong Kong Museum of History, 
as analyzed in Chapter 3. While the Hakka women are restricted within the 
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domain of folklore and presented to represent Hakka culture as a whole in the 
museums in Hong Kong, museums in Taiwan illustrate different stories of Hakka 
women. From a comparative perspective, a better understanding of the 
representations of Hakka women can be achieved to explain the various public 
perceptions towards Hakka women. The findings of the comparisons among the 
Hakka women in Hong Kong and Taiwan are only preliminary here, which 
attempt to open discussions and invite questions rather than offer conclusive 
answers.  
 
Representations of Hakka Women in Taiwan 
The development of Hakka culture in Taiwan is a big contrast to that of Hong 
Kong. The Hakka culture in Hong Kong progressed without any support of the 
colonial government, while in Taiwan, the Hakka culture flourishes with strong 
government backing. The major forces to the disappearance of Hakka culture in 
Hong Kong are the rapid urbanization and the introduction of compulsory 
education in the 1970s. The use of Cantonese as the teaching language in 
classrooms caused an irreparable loss of the Hakka dialect. Even though a few 
scholars endeavored to save Hakka culture, Hakka consciousness has largely 
declined without a public murmur. Nicole Constable interviewed the Hakka 
women in the New Territories in 1984. The Hakka women told her: “My ancestors 
were Hakka, but I am not.” “You are more Hakka than I am! Compared with you, 
I am Punti!”5 Another anthropologist, Elizabeth Johnson conducted field work in 
Tsuen Wan to see the Hakka identity. She was curious about whether the Tsuen 
Wan villagers thought it necessary to save Hakka culture. The responses she 
received were negative.6  
                                                          
5 Nicole Constable, Christian Soula and Chinese Spirits: A Hakka Community in Hong Kong (Berkeley: 
University of California Press, 1994), p.5. 
6 Tsuen Wan was a relatively typical Hakka rural area. There were thirty villages so-called as pure 
Hakka villages. Elizabeth Johnson, “Hakka villagers in a Hong Kong City: The Original People of Tsuen 
Wan”, in Nicole Constable ed., Guest People: Hakka Identity in China and Abroad (Seattle: University 
of Washinton Press, 1996), pp.37-80. 
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While the Hakka culture was withering in Hong Kong, it was prospering in 
Taiwan. Hakka people in Taiwan were anxious about the loss of their mother 
tongue and about being marginalized by the dominant cultures. They initiated a 
Hakka movement and gained support from the political leaders in 1988.7 The 
movement successfully pushed the Taiwan government to formulate policies to 
protect Hakka culture. For example, the Hakka Affairs Council was established in 
2001, which aimed to implement policies to revive Hakka culture and build up a 
learning system to promote Hakka dialect. Certificates and studentships will be 
awarded to the Hakka learners. From 2005 to 2015, ninety-five thousand 
participants passed the Hakka language certification examination.8 President Ma 
Ying-jeou (馬英九, 1950- ) proclaimed the “Hakka Basic Act 客家基本法” in 2010 
to ensure the equality between Hakka and other ethnic groups.9 It was the first 
time the Hakka people became the subject of legislation. Apart from a 
confirmation of Hakka identity, the government further strengthened Hakka 
consciousness of Taiwan and considered it as a political achievement of the ruling 
party to earn the key ethnic minority group - Hakka people’s votes.  
 
Under such promising circumstances, the Hakka museums have been springing 
up for more than a decade. There are about thirty-three cultural facilities to 
display Hakka culture through exhibits, such as Hakka House, Hakka Association, 
Hakka Museum and Hakka Park. Museums in Hong Kong mainly adopt a top-
down approach to introduce the culture of Hakka women without consulting 
ordinary Hakka people’s opinions. Public participation in museum exhibits in 
Hong Kong is very limited. On the contrary, some of the Hakka museums in 
Taiwan adopted a bottom-up approach. For instance, Meinong Hakka Cultural 
                                                          
7 Chen Ban, “Ethnicity and Region: Cultural Observations of local Hakka in Taiwan 族群與地域：台
灣客家在地化的文化觀察”, in Hakka and Modern World, The Fourth International Conference on 
Hakkaology, at Sinica Academia in Taipei, 4-7 Nov, 1998, pp.3-14. 
8 “Language Policy”, Hakka Affairs Councils, last accessed on 10 July, 2016, 
http://www.hakka.gov.tw/np.asp?ctNode=1724&mp=1722&amp;ps=   
9 “Hakka Basic Act”, Hakka Affairs Councils, Law and Regualation Database of the Republic of China.  
170 
 
Museum is founded by the local community of Meinong. The local people helped 
edit the annals and collect the cultural heritage of the town. All the members of 
the museum’s expert unit are local residents. The expert unit approached 
ordinary people and included their voices in the presentation of Hakka culture.10 
Moreover, the operations of the Hakka museums in Taiwan are largely conducted 
by the volunteers who are mostly retired people or housewives. They are 
required to take courses about Hakka culture and receive training about their 
duties before they take up the positions in the museums. This is an impressive 
contrast to the operation of the museums in Hong Kong.  
 
While Hong Kong museums are emphasizing the industriousness, independence, 
and ingenuity of Hakka women, the museums in Taiwan are in a similar vein to 
laud Hakka women’s devotion to the family. In Taiwan, the most common 
representations of Hakka women are that they follow the “Four Family 
Teachings/ Four Heads Four Tails (四頭四尾)” which are the tasks of cooking (灶
頭鍋尾), needling (針頭線尾), farming (田頭地尾), and serving the parents-in-
law and educating the children well (家頭教尾). In addition to the Four Family 
Teachings, the staff of Meinong Hakka Cultural Museum whispered to me when I 
visited the museum, that “there should be the fifth family teaching that is, offering 
a good bedtime to their husband (床頭床尾).”11 The Hakka women are presented 
as all-rounders that they were able to do all the tasks well.  
 
In Taiwan, the representations of Hakka are much more diverse than those in 
Hong Kong and the regional variations of Hakka culture are illustrated in displays. 
In the museums in Hong Kong, Hakka women are typically wearing a Hakka hat, 
a set of dark-color clothing, and a patterned band, Hakka women in Taiwan are 
represented with varied clothing and symbols between southern and northern 
                                                          
10 Wu Si-yi, Museum Exhibition and the Memory of Hakka, MPhil Thesis, Graduate Institute of Hakka 
Social and Cultural Studies, National Central University, Taiwan.  
11 A conversation with the staff in Meinong Hakka Cultural Museum, 7 July, 2015. 
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Taiwan. The blue clothing is predominant in both southern and northern Taiwan 
but they are varied in texture, color, decoration, and knots. Unlike the Hakka 
women’s clothing in the south, those in the north use more colors, such as white, 
light green, light blue, and pink. While the knot is made of cotton in the north, 
different kind of metals like gold and silver are used for the production of the 
button in the south.12 Despite the variations, the clothing styles of Hakka women 
represent their industriousness, austerity, and practical spirit.  
 
In recent years, some new elements are added to the representations of Hakka 
women to revitalize Hakka culture and generate economic values to further 
support the development of the Hakka tourist industry. In southern Taiwan, 
Night Lily (Coco Magnolia 夜合花) is created as a well-known symbol of Hakka 
women. Night Lily only blooms and releases fragrance at night. The features of 
Night Lily are used to symbolize Hakka women’s chastity and loyalty to their 
husbands. In addition, it also implies that Hakka women, like the Night Lily, are 
working hard in a low profile manner during the day time and only emanate 
sweet scent at bedtime. 13  In the Kaohsiung Hakka Cultural Museum, at the 
beginning of the visiting route, an image of Night Lily is projected as the 
background and a poem entitled Yehho (Lily Night) composed by a Taiwan poet 
Tzeng Guei-hai is shown on the wall.14  
 
Besides the Night Lily, the oilpaper umbrella is another important marker of the 
Hakka culture in Taiwan. Oilpaper (油紙) is a homophone for the words having 
sons ( 有 子 ), which expresses the social expectation of Hakka women to 
reproduce offspring to continue the family line.15 A model of an oilpaper umbrella 
                                                          
12 “Traditional Hakka Clothing” introduced on the exhibition broad in Taipei City Hakka Cultural Park, 
observed on 17 July, 2016. 
13 Information from the staff of the museum, The Kaohsiung Hakka Cultural Museum, on 4 July, 
2015. 
14 Observations made at the Kaohsiung Hakka Cultural Museum on 4 July, 2015. 
15 Information from the staff of the museum, The Kaohsiung Hakka Cultural Museum, on 4 July, 
2015.  
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is hung at the entrance of the exhibition in the Kaohsiung Hakka Cultural 
Museum. 16  The oilpaper umbrella is also introduced in another museum in 
Meinong Hakka Cultural Museum in southern Taiwan. The introduction reads: 
“an important example of Meinong Hakka’s craftsmanship” and as dowry to their 
daughters on the wedding day to bless the bride-to-be to have “many 
descendants”. 17  The representations of Hakka women in the museums of 
southern Taiwan highlight their chastity, loyalty, and fertility.  
 
As for the museum presentation of Hakka culture in northern Taiwan, the Hakka 
Tung Blossom Festival (客家桐花祭) and the floral cotton (花布) are the vivid 
symbols of Hakka culture. The Festival has been organized by the Hakka Affairs 
Council since 2002 to represent part of Hakka culture and boost tourism.18 The 
Taipei City Hakka Cultural Park explains: “The idea of the Hakka Tung Blossom 
Festival has the spirit of Hakkanese - with the industrious lifestyle that absorbed 
the nutrient in the land of Taiwan and to bloom in an elegant wisdom.”19  
 
The staff of the Park told me that “the flower is as gentle as Hakka women, and as 
beautiful as Hakka women.”20 The flower mostly refers to Hakka women since it 
is a traditional interpretation of flowers. Another symbol of Hakka women is the 
floral cotton which was used as the head cloth, decoration of the gift, duvet, and 
tablecloth. Hakka women often appear in a set of blue clothing with a piece of the 
floral cotton as the head cloth. The connotations of the floral cotton are wealth 
and happiness which represent the Hakka women’s wishes. In spite of the 
differences between the South and the North, the use of Night Lily, Oilpaper 
                                                          
16 Observations made in the Kaohsiung Hakka Cultural Museum on 4 July, 2015. 
17 An exhibition broad of Meinong Oil Paper Umbrellas, in Meinong Hakka Cultural Museum, 7 July, 
2015.  
18 An exhibition broad of the Hakka Tung Blossom Festival in New Taipei Hakka Museum, observed 
on 21 July, 2016. 
19 An Introduction to Hakka Tung Blossom Festival on the exhibition broad in Taipei City Hakka 
Cultural Park, observed on 17 July, 2016. 
20 A Conversation with the staff in Taipei City Hakka Cultural Park, observed on 17 July, 2016. 
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Umbrella, festivals and the floral cotton to represent Hakka women aim to 
promote Hakka culture as a whole, and more importantly, as a marketing strategy 
to attract more tourists and boost the local economy.21  
 
Both the museums of Hong Kong and Taiwan compliment the talents and virtues 
of Hakka women. Through comparisons, the presentations of Hakka women are 
much more vigorous and diverse in Taiwan than the ones in Hong Kong since the 
Taiwan government has been greatly supporting the development of Hakka 
culture. More and more new elements have been added into Hakka culture and 
as a result, more possibilities appear to create new representations of Hakka 
women for multiple purposes.  
 
Compared to Hong Kong, Taiwan more explicitly stresses the various tasks Hakka 
women perform and the higher social status they enjoy. The similarity that Hong 
Kong and Taiwan share is that while Hakka women are regarded as 
representatives of Hakka culture, the significance of Hakka men are downplayed. 
In accordance with the fieldwork conducted in some Hakka museums of Taiwan, 
the Hakka men only appear in the section of “the Hakka celebrities” and in the 
clothing section in Tainan Hakka Cultural House that showcases costumes of both 
Hakka women and Hakka men in a small scale. 22  Interestingly, the Hakka 
population in Tainan accounts for only 6.4% of the total population and there is 
not a single “pure” Hakka village in Tainan. Hakka men received more attention 
in the region where Hakka people are proportionally the least in Taiwan. 23  
 
                                                          
21 The products of Night Lily and oilpaper umbrella are largely promoted and sold in the Meinong 
Folk Village. There is a popular tourist spot in Meinong. Such information is also told by the staff of 
the Kaohsiung Hakka Cultural Museum and my informant, Mr. Chen Qi-zhong who is a resident and 
community leader of Meinong.   
22 Observation made in Tainan Hakka Cultural House on 09 July, 2015.  
23 The leaflet of Tainan Hakka Cultural House; “The Product of Political Conflicts – Tainan Ethnic 
Affairs Commission”, Now News, 28-06-2011. 
174 
 
So, what does it mean by a Hakka? As pointed out in the introduction, given the 
fact that Hakka identity is historically and socially constructed, the criteria for 
being a Hakka defies any single static definition. The cases in Hong Kong and 
Taiwan have provided sufficient evidence to argue that the ethnic boundaries and 
the features of ethnic groups are artificial. The so-called characteristics of Hakka 
women are constructed in different historical contexts to fulfil different needs, 
and the construction process is still ongoing.  
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Appendix 1: 
 
 
 
Sihui County Annals 四會縣志 [Guangxu 光緒], Bianyi 編一: Yudi Zi 輿地志─Yao Dan 猺
蜑，Ke Min 客民.  
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Appendix 2: 
 
 
 
Universal Circulating Herald 循環日報, 1874-07-23. 
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Appendix 3: 
 
 
 
Chinese Serial 遐邇貫珍, 1855-08-20. 
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Appendix 4: 
 
 
 
The Chinese Mail 香港華字日報, 1921-03-29.  
 
 
 
 
 
 
 
 
 
 
 
179 
 
 
Appendix 5: 
 
 
 
The Chinese Mail 香港華字日報, 1921-04-23. 
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Appendix 6: 
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Appendix 7: 
 
 
Floor Plan of the Hong Kong Museum of History, captured on 19 June, 2016. 
http://www.lcsd.gov.hk/CE/Museum/History/en_US/web/mh/plan-your-visit/floor-
plan.html.  
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Appendix 8: 
 
 
The Pamphlet of Law Uk Folk Museum. The black-and-white picture is changed to be 
colored.  
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Appendix 9: 
 
 
 
The original picture of the cover of Law Uk Folk Museum’s pamphlet. Retrieved from H.K.P.R.O., 
Photograph 07-02-026, Hakka woman with two geese at Kadoorie Farm, 18 May 1972. 
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Appendix 10:  
 
 
Reporting Form, Territory-wide Survey of Intangible Cultural Heritage in Hong Kong 
(Phase I), Produced by Hong Kong Heritage Museum. 
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Continued. Reporting Form, Territory-wide Survey of Intangible Cultural Heritage in Hong 
Kong (Phase I), Produced by Hong Kong Heritage Museum. 
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Appendix 11: 
 
 
 
“Hong Kong Hakka Culture”, The Leaflet of the Exhibition: “Fusion of Horizons” by Hulu 
Culture.  
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Appendix 12: 
 
 
 
“An Introduction to Hakka Women” in the Leaflet of the Exhibition: “Fusion of 
Horizons” by Hulu Culture.  
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Appendix 13:  
 
  
 
“Hakka Patterned Band” in the Leaflet of the Exhibition: “Fusion of Horizons” by Hulu 
Culture 
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Appendix 14:  
 
 
 
The Exhibits of Hakka Clothing in Taipei City Hakka Cultural Park, Photo taken on 17 
July, 2015. 
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Appendix 15: 
 
  
 
Lin Yu-xin (林于芯 1959-  ), a Hakka woman of Meinong, Taiwan, deliberately and 
delightfully dressed up in “traditional” Hakka clothing and showed it to me on 6 July, 
2016. She told me that she always does performances with such clothing on the 
occasions such as Mid-Autumn Festivel, Chinese New Year, wedding banquets, and 
birthday parties. She studied fashion design and modified the Hakka clothing to be 
more visually attractive and easier to wear for the performances. For instance, she 
changed the bottom to a zip and recreated the decoration of the clothing from the plain 
blue pieces to the floral-printed cotton. 
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Appendix 16: 
 
 
 
A couple of Hakka clothing showcased in Tainan Hakka Cultural House, photo taken on 
9 July, 2015. 
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Appendix 17: 
 
 
 
Choi Ching-mui was helping me wear the patterned band at her home in Sha Tin on 20 
January, 2016. Photo courtesy to Hulu Culture.    
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Appendix 18: 
 
 
 
This is the typical “Hakka” costumes dressed on me at Choi Ching-mui’s home in Sha 
Tin on 20 Jan, 2016. Photo courtesy to Hulu Culture.  
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